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C H R I S T I N E B A T E S 
A N I N V E S T I G A T I O N I N T O T H E A S S E S S M E N T O F P R O G R E S S I O N IN 
C O M P O S I N G I N M U S I C A T K E Y S T A G E 3 
M.A. 
U N I V E R S I T Y O F D U R H A M 
F A C U L T Y O F S O C I A L S C I E N C E S 
At a time when continuity and progression are considered vital in education in schools it 
was brought to the writer's attention that teachers are encountering problems in 
assessing the progression of pupils' work in composing in music. 
The relevant hterature and documentation of the twentieth century suggests that training 
and guidance for music teachers in teaching composing has been lacking and there could 
well be difficulties in teaching and assessing this area of the curriculum 
The investigation took place through interviewing a sanq)le of secondary music teachers 
of different levels of experience. Their perceptions as to the nature of composing and 
progression were particularly focused upon. 
The results of the investigation show that there is httle agreement amongst teachers as to 
the nature of composing and progression. This was largely due to their diverse 
perceptions as to the role of composing. Many of the informants lacked experience in 
this field. Also, there was a mismatch of expectations between SCAA (D.F.E. 1996), the 
National Curriculum (D.F.E. 1995), teachers and pupils as to what should be achieved in 
composing at Key Stage 3. 
Areas where achievement and progression could be measured were, however, identified 
in the results. These have been focused upon by the writer in designing part of a 
cmriculum for music at Key Stage 3 in which progression can be measured accompanied 
by a suitable scheme of assessment. 
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I N T R O D U C T I O N 
In October 1994 I attended an inset training course for secondary school music teachers 
in The East Riding of Yorkshire. The course leader asked colleagues attending what 
they would like to be different, if anything at all, in our schools or classrooms. A 
colleague answered that she would like her classes to arrive at her lesson "with an open 
mmd". She Qxplamed that pupils in her school were arriving at music lessons with 
negative expectations of its content. After almost an hour's discussion it seemed that this 
was the case in a number of schools in the area. 
I had been told at teacher training college that The School's Council's Enquiry I (1968) 
had found that secondary school leavers considered music to be one of the most boring 
and useless subjects within the school timetable. As a result of the 1968 report action 
was taken to try and raise the profile of classroom music. Yet in 1994 there still seemed 
to be a problem I did not cherish the thought of spending the next thirty years in a job 
where I may be considered mvahd by those I respected most. I wanted those who 
encountered music under my guidance to enjoy then ejqperiences whilst developing as 
musicians. 
I turned to the O F S T E D review of inspection findings for 1993/94 where it was stated 
that standards m music, at the end of Key Stage 3, were lower than in any other subject. 
There seemed to be a problem not only in the expectations and attitudes of pupils but 
also in pupils' lack of achievement. I spent some tune considering whether it was the 
pupils' negative expectation that induced low achievement or whether the struggle to 
attain was causing the negative e5q)ectations. Either way the situation meant misery for 
the teachers and pupils concerned. 
I asked myself why this should be the case. Music is a part of the majority of peoples' 
lives in some form or another. Music can be encountered in the shopping mall, at the 
cinema, on television programmes or as part of sporting events. Many people, and 
certainly teenagers, turn to music for reUe^ enjoyment or escape. Most teenagers hsten 
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to music for much of their spare tune. There would not appear to be a reluctance from 
teenagers to Usten to music. 
Many of the pupils I teach own electronic keyboards on which they can perform, in 
some sense, a favourite pop song. Some are much more advanced performers and have 
achieved success with exammations of the Associated Board of the Royal Schools of 
Music. Thus performing did not seem to be a problem for the majority of teenagers that 
I teach. 
Still trying to take a child's perspective I considered coir^osing, the most recent addition 
to the school music curriculum. Listening and performing are enjoyable and apparently 
accessible for the majority. Con^osing is something that pop stars do. Children talk of 
success here being sellmg a million albtuns. Few thirteen year olds have had number one 
successes in the hit parade. I f one of the values of including composing is that we can 
tram pupils m composmg, maybe even towards this aim, then it must have some worth. 
But the tasks so conmionly set by colleagues of m^rovising within a twelve bar blues or 
mventing an ostinato are far from the tastes of most teenagers and don't match the style 
of the work of their favourite con^osers. Thus there would appear to be a mismatch in 
the expectations of teachers and the pupils. 
My own e?q)erience is that pupils can quite easily have success m the tasks that I set in 
composmg. This is an age where progress and achievement are unportant to all in 
education. We can not Qxpsct teenagers to be composing niunber one hits during our 
lessons but we could make it clear that we are traming them m the same skills as thek 
idols. In order for pupils to understand that they are progressmg in composing there 
would have to be an effective scheme of assessment where it was evident to both 
teachers and pupils that progress was taking place. 
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Thus I feh it appropriate to carry out my own formal research into the assessment of 
progression m composmg in the hope of identifymg areas where this is possible. 
Before carrymg out any mvestigation with teachers or pupils I have sought 
mformation from the hteratme associated with composing in schools of the twentieth 
century. 
In reviewing the hterature I will closely examine the following issues: 
1. How composing became part of the music curriculum 
2. Why composing has become part of the music cmriculum 
3. The nature of corr5)Osing in the music cmriculum 
4. What guidance has been given to teachers for teaching con:q)osing 
5. How teachers have responded to teaching composmg 
6. What material has been available for teachers to use m teaching conq)osing and how 
helpfiil it has been. 
7. Broader educational issues 
It is anticipated that in examining these, along with relevant broader educational issues, 
questions wiU arise that are of relevance to the conten^orary music teacher. 
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C H A P T E R 1 
T H E E M E R G E N C E O F N E W A P P R O A C H E S T O C L A S S R O O M M U S I C 
1.0 The value of music for promoting emotional development 
There was support for the inclusion of music in the school curriculum during the early 
part of the twentieth centiuy. Hadow (1923) had considered value of music as a means 
of exercising emotion and judgement. The view was expressed, in the report, that music 
should be held as equally important as other curriculum subjects and should become a 
part of the school certificate examination. Despite his consideration of emotional 
development, for Hadow conventional skills and rudiments were the criteria for the 
assessment of progress. 
The Board of Education (1927) also recognised the value of the expressive qualities 
associated with music: 
"...the real ftinction of music begins at a point where words, 
intellectually apprehended, have no place. Its inherent significance 
is outside the range of the purely rational mind. A special exercise 
of the imagination is needed in order to recognise a musical idea in a 
particular series of somds, or to recognise in musical ideas a disciphned 
e?q)ression of deep and obscure himian emotions" 
(Board of Education, 1927, p. 240). 
New ideas of the arts and music, in schools, were emerging during the first half of the 
twentieth century which emphasised the value of the arts for promoting emotional 
development. A report by the Board of Education, in 1931, underlined this when it 
reported that "activity" and "experience" were of more value than "knowledge" (p.93). 
However, as Hadow had advised, it was only through the study and development of 
rudiments that attaimnent could be assessed in music. 
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Music remamed unaffected by change. There remamed an emphasis on the study of 
conventional sldUs and rudiments for assessment purposes rather than an en:q)hasis on 
the promotion of emotional development through music. Much of the growth in school 
music during the first half of the twentieth century was seen through the emergence of 
extra curricular activities. 
1.1 New experiments in the music curriculum and the issue of progression 
A number of music teachers did, however, seek to mcorp orate the new approaches to 
music m theh curricula. Some turned to the work of two music educators, Kodaly and 
Orff. Both Kodaly and Orff were composers and their projects for children, naturally, 
mvolved composing. 
Kodaly beheved that there were problems with the musical education of young people, 
both in and out of school. He devised projects for the classroom that were based aroimd 
clappmg songs, marching songs, musical response games and smgmg games. These, he 
beUeved would enhance a child's musical awareness, encouragmg development in other 
areas of musicianship. 
Kodaly beUeved that music education should begin m the early ages of a child and 
contmue to be developed throughout school. Progression m con^osmg was clearly an 
issue for Kodaly. In the first year of the course children are made aware of the 
pentatonic scale and by the end of the year they are ejq)ected to be able to compose 
simple pentatonic tunes of theh own. In the second year the children are expected to 
deal with more complex rhythms. Then m the third year children encounter changes of 
time signatures and key signatures and apply them in con:^osmg. 
Research showed that the average fourteen year old following Kodaiys coiuse was 
between two and a half and three years ahead of those who were not in their ability to 
compose. It is unportant to note that the development of pupils' emotions is not 
measured. However, progression was the essence of Kodaiys comse. Children mvolved 
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with his method developed a musicianship that enabled them to perform and compose 
mcreasingly complex music and were enabled to attain a satisfactory level of attainment. 
OrfiPs theory, as with Kodaiys, was based aroimd simple aural tasks in the early stages. 
His projects for the classroom began with an emphasis on the basic inflections of speech. 
OrflF devised a set of classroom mstruments for children to use which could be easily 
mastered. These included the xylophone and glockenspiel, derived from Indonesian 
Gamelan and African Marimba. The recorder along with the lute, guitar, gambas and 
cellos were also brought m to the classroom 
Orff s projects were, at first, used in Bavaria where they were pubhshed in five books 
Musik fur Kinder. These were translated into Enghsh and adopted in England. Book one 
dealt with the falling mmor third which Orflf regarded as the most natural melodic idiom 
Gradually children were led to encounter the pentatonic scale. Book two led children to 
deal with the major scale, accompanied by drone basses and tonic triads. In book three 
ostinato chords were introduced and in book four the minor mode along with harmony 
were introduced. At each stage the children appHed what they had practised m 
composmg music of then own. 
It is evident to musicians that the mcreasing demand upon children's musical knowledge 
and ability means ttat, in following OrfPs course, progression can be seen to be made as 
the children encounter increasingly complex music and develop it in then compositions. 
As with Kodaly, the nature of progression is based upon the music that the child has 
produced. 
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Teachers reqmred traming m order to adopt Orff s course m their curricula. Where 
training was available it was expensive or required much commitment of time and 
resources. 
"The method demands close study and much practical e?q)eriment 
before it can be taught even in a most elementary form There is no 
question of staying a lesson ahead of the children; the teacher who 
is not thoroughly verse m the whole philosophy will be quickly out 
of his depth" (Horton, 1976, p. 93). 
By the 1960s, con^osmg was emerging as a part of the school music curriculum Urged 
by Hadow (1923) and the Board of Education (1927) for new approaches m music 
education, some teachers mcorporated the courses of Kodaly or Orff as a means of 
breaking new ground in school music. Those who chose to include conq)osing perceived 
it as a means of promoting emotional development. For the piupose of this project it is 
important to note that m both Kodaiys and Orffs courses, children were seen to make 
progress in cortq)osing, to some extent through the mastery of mcreasingly con:q)lex 
musical rudiments. However, only those music teachers who feh comfortable with the 
courses of Kodaly or Orff chose to use them Those who did not were left to devise 
then- own curricula, which as well as havmg to be examinable had to enq)hasise 
emotional development. 
Despite the moves that were being made in music by some teachers, a report pubhshed 
by the School's Council (1968) of the opmions of school leavers, found that music was 
considered to be one of the most boring and useless subjects m the whole school 
curriculiun. I f music was to remam a curriculum subject its nature had to change m 
more than just a few schools. 
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1.2 The importance of creativity 
Children and Their Primary Schools (HMSO, 1967) highlighted the state of 
contemporary music education in primary schools. It brought to attention points of 
concern such as the lack of music specialists and the poor availability of resources in 
primary schools. 
The report also highlighted the situation that many schools reUed on group music 
making too often and little time was allowed for monitoring the development of an 
individual. 
"The principle of individual progression is seldom consistently and 
successfiilly carried into the musical sphere. In schools where progress 
in language is carefiilly checked, the achievements expected in music 
of older pupils, as corq)ared with younger ones, are often il l defined 
and vary enormously from school to school" (HMSO, 1967, p.253). 
The report criticised music for lagging behind the other arts as a means for creativity and 
suggested that primary schools include performance and con:q)osition as a vehicle for 
this. The report suggested that children pursue musical activities involved in the 
exploration of sound. It was stressed, however, that this should be an activity in the 
early stages of music education and should not become "static and repetitive (HMSO, 
1967, p.254). 
It was advised that much research should be undertaken to enhance this area of the 
music curriculimi in order to ensure progression in conq)osing; 
"Not enough is yet known about how to develop children's creative 
powers in music (HMSO, 1967, p.254)". 
1.3 The influence of the Avant Garde 
Outside the classroom exciting innovation had already taken place in the world of 
conten^orary classical music. The music of the Avant Garde was feshionable. 
Conq)osers such as Boulez and Stockhausen were focusing on control of pitch, harmony 
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and timbre. Their music had Uttle sense of the presence of the conventional melody and 
harmony associated with music of the nineteenth century and before. The nature of 
contemporary music was unpredictable and sounds and events would appear to happen 
in a random order. Although much Avant Garde music could be broken down to show 
tight structure the music was extremely conoplex and structure was very often inaudible. 
The preoccupation of composers with control of sound led to composition for less 
conventional combinations of instruments. Since Cage's "prepared piano" and the 
preoccupation with new sounds based on timbre of Edgard Varese in the 1930s and 
1940s many corq)osers working during the middle of the twentieth century considered 
timbre to be of equal, i f not of more, hnportance than the more traditional features of 
the century before. 
The influence of the Avant Garde composers found its way into the classroom through 
two impoTtaat pubUcations m the late 1960s and early 1970s. 
Self s New Sounds in Class (1967) and Dennis's Experimental Music in Schools (1970) 
approached classroom music through the conten^orary trend of the manipulation of 
sounds. 
Self s pubhcation, which was given the subheading A contemporary approach to music, 
highlights his intention, that features of the contenq)orary music world be adopted to 
form the school music curriculum 
The projects presented by Self mvolve graphic notation (Appendix I) which. Self claims, 
enables the children; 
"to venture among a range of sounds and rhythms with considerable 
freedom to improvise, to perform that which would not be possible 
with conventional notation" (Sel^ 1967, p.2). 
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Through reading from the graphic scores presented in the book Self felt that quality 
performances of music of the same nature as the conten:q)orary musical climate could 
easily be achieved. 
In Experimental Music in Schools (Dennis, 1970), as with Sel^ Dennis encouraged the 
adoption of the contemporary musical sound world in to the classroom. In his 
introduction Dennis en^hasised sound colour and atmosphere. The projects in the book 
adopt graphic notation as the principle means of notating music. However some 
composing is encouraged as children are encouraged to take isolated sounds, rhythm 
patterns, or just sound and improvise wdth them. 
The conten:q)orary music teacher, acquainted with the rigorous notational and harmonic 
rules of the nineteenth centiuy and before felt uneasy with the radical projects of Self 
and Dennis and many did not adopt them into their curricula. Thus the nature of 
classroom music remained unchanged in many schools. 
1.4 Music as a subject accessible to all 
A major step forward came with the pubUcation oi Sound and Silence (Paynter and 
Aston, 1970). In this publication music was awarded more vitality within the whole 
school curriculum than ever before, it was considered crucial in the education of all 
children. 
Declaring then own professions as "practising teachers and musicians" (Paynter and 
Aston, 1970, p.3) with a total belief in their subject's validity, Paynter and Aston set 
about redefining the nature of classroom music to make it accessible to all as a creative 
activity: 
"...it is as a creative art that music is beginning to play an increasingly 
important role in education. Like all the arts music springs from a 
profound response to life itself It is language, and, as a vehicle for 
expression it is available in some degree to everyone" 
(Paynter and Aston, 1979, p.3). 
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Paynter and Aston valued self expression and beUeved that this could be achieved partly 
through the exploratory processes involved in coir5)osing. Sound and Silence presented 
a series of projects with illustrations as to the content of a music cmriculum as a guide 
for teachers in achieving this. 
As contemporary composers, Paynter and Aston drew upon movements in 
contemporary music in their projects for classroom music. 
The projects in Sound and Silence were generic. They were based upon cells or ideas 
drawn from sounds around us, the harmonic series, and poems that were manipulated ia 
order to conq)ose music that expressed pictures, moods or feeliags. Along with their 
conten:q)oraries, Paynter and Aston considered sound to be the raw material with which 
composers make music. They also beUeved that through discovering how sound could 
be moulded and developed a child would gain experience and knowledge of music. The 
need of the children for more knowledge would lead them to discover new boundaries, 
forms, structures and ideas, as well as recaUing those that they had aheady experienced. 
This was the nature of progression for Paynter and Aston. 
A well structured comse was emphasised as crucial in order to provide children with a 
sense of direction and motivation. The projects presented in the book were each planned 
to be taught over a half term period and an indication was provided in each case as to 
when the teacher should lead the children to the next stage of the work. 
It is in^ortant to note that in Sound and Silence Paynter and Aston e?q)ressed particular 
concern that teachers did not misinterpret the substance of the book and that children 
were given a specific task to carry out and that they worked with musical structures 
within a structured course. 
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1.5 Misinterpretations, misguidance and misunderstandings 
However, it was many of the teachers, as performers and musicologists, who 
experienced the greatest challenge. Paynter and Aston's projects required teachers to 
think and plan as con^osers. This was a new experience for many. Most music teachers 
were trained instrumentaUsts and musicologists, not composers. For them progression 
was achieved through the apphcation of increasingly con^lex compositional rules and 
performance techniques. For them, self expression was achieved through the 
performance of something con^osed by others. 
It is evident that many music teachers would need training m order to incorporate 
composing into their curricula. Nothing had been offered thus far other than the 
suggestions of Dennis, Self^  Paynter and Aston. 
The Intelligence of Feeling (Witkin, 1974) and Arts ami the Adolescent (Ross, 1975) 
ej^ressed the inq)ortance of the processes mvolved in the arts. They held these as being 
of equal value to the product. For Ross and Witkin the arts were a vehicle for 
educational development through means of self e?q)ression. 
Ross severely criticised music for having lagged behind the other arts subjects, a result 
of music teachers' 
"narrowness of outlook and deeply rooted inertia that long kept then-
subject free of controversy over self expression and creativity" 
(Ross, 1975, p.52). 
Now, more than ever, music teachers had demands upon them to be innovative in their 
ciuricula. Those who had not akeady done so had to deal with the philosophies that had 
arisen out of the reports of Hadow who favoured self expression through conventional 
sldlls in performance, and Plowden who wrote about general learning, the influence of 
the Avant Garde, and ideas about the value of com^josing. Music teachers were urged to 
adopt skills in which they had not been trained. 
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Witkin (1974) had placed an emphasis on the value of the process. Some interpreted this 
as giving Uttle, or no, value to the end result of a project. Results were not important as 
long as pupils did plenty of exploring. The resulting misinterpretations by them were 
criticised, 
" . . . i f I were forced to make a statement about the en^eror, I 
would say that by and large, he was without clothes. Indeed, I find it 
fiightening that I have to write and defend what, in my view, are the 
normal standards of study in a school against a philosophy of instant results 
and gratification which must lead to nothing, since the pupils will be 
given neither skill nor understanding in the art of music" 
(Salaman, TES, 1975). 
In his article Bangs and botheration on the way to nothingness (TES, 1975) Salaman, 
although convinced by the need for changes in classroom music, feared that many were 
"clutching at the first straw" (Salaman, TES, 1975) in the demand for a new type of 
classroom music. He criticised the nature of the newly emerging school music as one 
which did not allow for progression and appealed to music teachers to express their 
views on the subject against those of lecturers, researchers and advisers, whom, he 
impUed, were out of touch with the classroom. Salaman, who was an orchestral 
performer, very much represented the contemporary music teacher. 
1.6 The York project 
After the publication of Sound and Silence (1970) a long period of time followed during 
which music teachers were given very few ideas for curriculum content. During this time 
Paynter was leading a team of researchers in investigating the value of the inclusion of 
music in the secondary school ciuiiculimi and to define its nature and its relationship 
with other arts. The pubhcation of Music in the Secondary School Curriculum 
(Paynter, 1982) provided the culmination of the findings of the project. Not meant as a 
"research report," the book presented Paynter's suggestions, influenced by his 
investigation, as to the nature of classroom music. 
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The book reflected the view of Arts and the Adolescent (Ross, 1975) to some extent m 
that it valued the processes involved in the arts. The child was the focus as in the 
projects in the book allowed the child to choose and decide what to mcorporate and 
how to make a piece of music, and not through prescribing a musical grammar within 
which to work. Thus the fimction of the teacher was to educate the child through 
musical experiences. 
Paynter began with a review of curriculum content at the time of the publication, a time 
when "A" level was a foundation for higher education. As many of the music degree 
courses in the coimtry then were involved with performance and historical content, the 
"A" level provided a sound test of a student's abiUty to follow such a course. Naturally 
the "O" level examination became a foimdation to the "A" level and any music teaching 
that took place lower down the school, was considered only as preparation to the 
examination courses. Paynter claimed that this made music "...the province of the 
minority" (Paynter, 1982, p.8) as it was Paynter's view that the technicahties of such 
examinations were not so easily understood by all pupils and resulted in the aUenation of 
many from the subject. There was clearly an echo of the content of Sound and Silence 
(Paynter and Aston, 1970), in that the natme of classroom music had to change in order 
to make it accessible to all. 
Paynter considered the fact that music has many varieties and forms and that the types of 
music that adolescents were surrounded by in theh own lives were very different to 
those that they encountered in the classroom The fact that adolescents were surrounded 
by music in their personal lives meant that music was valuable to them Yet it did not 
serve the same fiinction in the classroom This, Paynter claimed, was one of the causes 
of boredom in the classroom, as adolescents knew that music did not exist purely for 
analytical pmposes. 
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It was Paynter's view that adolescents knew much "about" music but had little 
conceptual e?q)erience of the terms or rules that they had learned. He considered 
"knowing about" to be too historically based and that it was hands on "experience o f 
the art that would guide adolescents into the world of music. As in Sound and Silence 
(Paynter and Aston, 1970), Paynter presented projects as a guide for curriculum material 
that would offer adolescents appropriate experiences in music. 
The projects were based entirely upon composing. 
"Classroom work should be based upon music making (performing, 
improvising, composing) and, in the forefront of all activities, the 
development of aural sensitivity and awareness. Keeping our ears open 
to sounds - all sounds, any sounds - is the most basic and therefore 
the most real of musical skills. From there we can develop activities 
which are inventive, interpretative and perceptual in whatever styles, 
forms and structures are appropriate for the pupils we teach" 
(Paynter, 1982, p.28). 
The projects in Music in the Secondary School Curriculum take, as a starting point, 
experiments with pulse or rhythmic cells. The cells are developed by adding pitch and 
melody and then texture and timbre, density and eventually harmony. As the pupils seek 
to develop their ideas they seek out new knowledge, new experiences and new 
boundaries. 
In Paynter's projects pupils have to make decisions, solve problems and refine ideas. The 
expression rises out of the ideas. 
"Composition is the art of developing structures through which ideas 
are ejq)anded and which reveal the inherent expression in those ideas" 
(Paynter, 1982, p. 100). 
A second, more detailed, plan of work which included time for revisiting ground akeady 
covered, refining it, opening up new e?q)eriences and new stunuli (introducing pupils to 
music of other composers being an important stimuli - not forgotten, but serving a 
different fimction), fiirther en^hasised the importance of planning. Good planning 
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would enable and ensure progression and continmty, both of which were also considered 
by Paynter to be of vital in:q)ortance; 
"Art yields insight and we make progress by continuing to look for new 
possibilities within our materials"(Paynter, 1982, p.59). 
The nature of classroom music for Paynter was not preoccupied with either of the 
extreme poles of technicaUties or self expression, but was that of a participatory 
experience for all, enabUng pupils to develop musical skills and concepts through the 
exploratory processes involved in conq)osing. 
Thus in Music in the Secondary School Curriculum music teachers were offered 
Paynter's belief as to the nature of classroom music which adhered to the demands for 
changes in the subject. With this came suggestions for projects as well as a clear 
definition of the nature of progression. 
However, over a decade had passed since some of these ideas were first promoted in 
Sound and Silence (Paynter and Aston, 1970). During this time misinterpretations had 
already arisen. Teachers' responses to the changes had aheady been criticised by 
Salaman (1975), who felt theh desperation for innovation was leading the subject astray 
to where progression was not achieved. Such was Salaman's concern that soon after the 
publication of Music in the Secondary School Curriculum (Paynter, 1984), his own 
book Living School Music was pubhshed. Once again Salaman suggested that those, 
such as Paynter and Aston, were out of touch with the classroom as he claimed that; 
"the concern {of Living School Music) Ues with living school music 
in both its senses: living the life of a school music teacher and working to 
create an environment within the classroom for the music itself to hve" 
(Salaman, 1983, p. 1). 
The book was not intended as a survival guide for music teachers but an account of 
successfiil and unsuccessfiil criteria for teaching music most of which were performance 
based. Like Paynter and Aston, Salaman did share the concern that music in the 
classroom should be a practical experience. 
25 
Salaman's emphasis was on enabling experience through more technically and skill based 
means. Salaman stated that the conventions of tonal music did have a place in the music 
cimiculum For Salaman a more conventional approach was appropriate i f it had value. 
I f an exercise brought into focus specific musical detail, then it had value. Vocal 
performance had value i f the children's understanding of the music made them aware of 
their mistakes and led them to finding a way of putting them right. Most of all, i f 
children understood why they were performing music, then it had value. 
Salaman presented the advantages and disadvantages of other means of musical 
recreation. For example the class percussion band. The class percussion band was an 
exercise that could be easily structured and the progress of the pupils identified, despite 
it not being inclusive of such musical elements as pitch and had restricted timbre and 
effect. Another approach, that of Orffs Schuhverk, had its worth in that its generic, yet 
formal, nature coiild lead to work within an ensemble and even to such forms as Blues. 
Pop music's identifiable structures gave children a means to express their own skills 
within a genre that was meaningfiil to them. Finally, the classroom orchestra that 
Salaman had allied himself with nearly ten years earlier, provided a vehicle for children 
to develop their musical literacy and understanding and was a way of including 
musicians of all abilities. He provided detail of how instruments could be written for and 
used successfiilly to bring about a performance of considerable merit and value. 
The recreation of music was largely the means of discovering music for Salaman. He 
presented in Living School Music projects that, through the means of the classroom 
orchestra, introduced children to specific musical detail. 
Salaman accepted Paynter's process of "decision making" stating that the decisions of 
the children in their work must be made as a sensitive response to a perceivable and 
specific task. With Salaman the task was set, largely, by himself as the teacher, limiting 
the wider freedom of choice that was so valuable to Paynter. 
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Creativity, for Salaman, was achieved through musical arrangement and he thought it to 
be the best approach to composmg. Salaman thought that through arrangement children 
would work within tight structures, ones that were presented and e?q)lained to them 
rather than, as Paynter and Aston (1970) had inched, were discovered by the children. 
Through such activities as ahering tempo, dynamics, instrumentation and varying 
ornamentation of music that may aheady be famiUar, the children could identify and 
understand the specific tasks and make musical decisions upon them Unlike Paynter and 
Aston, Salaman based his schemes of work on the pupils' abihty to understand and 
relied, to a certam extent, upon traditional staff notation. His classroom orchestra 
worked with music from a score and used this as the basis of any arrangement. 
The penultimate chapter of Living School Music dealt with Ustening to music, something 
that had been apparent in the projects in Sound and Silence (Paynter and Aston, 1970). 
Salaman viewed this to be an iraponnat part of a child's musical experience. However, 
hstening with focus and attention to detail was how Salaman claimed this activity was 
most effective. 
For Salaman, a successfid music cimiculimi was not centred around conqjosing, but 
mcluded it in the form of arrangement. Without totally dismissing the behefs of others 
such as Paynter and Aston, Salaman put forward a case for a curriculum with 
knowledge and technical skills at the forefront. Progression occiured in the adoption, by 
pupils, of increasingly technical con^onents. 
1.7 The two poles of classroom music 
By the 1980s classroom music was interpreted by a number of teachers to have one of 
two natures. The first bemg preoccupied with self expression. Lack of guidance for 
teachers had led many to mterpret this as children exploring for themselves without, the 
guidance suggested by Paynter, with conventional techniques and structures are revealed 
to pupils in the quest for results. The other face was one that adhered to the advice of 
Hadow (1923) and Salaman (1984). Teachers, who were trained as performers and 
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musicologists, taught pupils by giving them increasingly challenging knowledge and 
technical expertise. This had been the nature of progression for many teachers and it was 
the one they imderstood most clearly. 
By the early nineteen eighties a large nimiber of music teachers had still not adopted a 
successfiil means of teaching con^josing to children which ensured progression. 
By 1992, Paynter, aware of the misinterpretation by many, wrote ; 
"...we now see a need for more detailed help, particularly in matters of 
musical structure and the ways in which students can be encouraged to 
generate and develop musical ideals" (Paynter, 1992, p.7). 
He acknowledged "...the word 'creativity itself has been overworked to some extent 
discredited by misuse and misunderstanding"(Paynter, 1992, p. 10). 
This response was made in the form of Sound and Structure, published in 1992. Paynter 
recognised a need to enq)hasise, once more, the rmpoitance of structure in composing, 
with many teachers still troubled by the prospect of the inclusion of composing, seeing it 
as "...an in:q)ossible or pretentious goal...an open invitation to lawlessness, unproductive 
freedom and standards"(Paynter, 1992, p.22). 
Paynter restated his approach to classroom music, that it was creative, a means of 
communication and valuable to the lives of aU. However, this time, he aUies creativity 
much closer to musical structure than before. 
Paynter justifies his focus upon structure by claiming that om- lives are ruled by 
structmes - dates, anniversaries, diaries - we find them an essential means towards a 
goal. Artists, whatever the medium, seek to create coherent structures in space or time. 
Again he emphasises that self expression arises out from this Self expression is 
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considered, by Paynter, to be a reaction not the starting point, as many music teachers 
had come to believe. 
"...expression is derived from structure...expressive changes in 
particular (e.g.tenpo) during performance are based upon structural 
properties of the music"(Paynter, 1992, p. 12). 
Paynter addressed structure on two levels. The first, as in Sound and Silence (1970), 
being the structuring of courses. The second, the specific structure of the music that the 
children were con:q)osing. The former was essential for the cMldrens' aims and the latter 
necessary in order to stimulate creativity. 
The timing of the publication of Sound and Structure was significant, with the proposed 
in^lementation of a National Curriculum. The projects and assignments that Paynter 
presents in the book offers guidance for linking performance and composition with aural 
response which was to become the essence of music in the National Curriculum 
However many teachers criticised the projects in Sound and Structure for being too 
advanced for adolescents and, therefore, of no use in the classroom. 
Paynter's concern for progression in composing is emphasised at the end of the book. He 
calls upon the National Curriculum to "define appropriate stages of attainment" 
(Paynter, 1992, p.22) which had been iU addressed during the previous two decades of 
dispute. 
1.8 An emphasis on progression 
The natiu-e of classroom music had changed greatly as, throughout the mid twentieth 
century, composmg was adopted by teachers into their curricula. However another 
debate arose, this tune concerning progression. Although progression had been at the 
centre of music educators' work as far back as Kodaly it had become ten^orarily 
disregarded due to the misunderstandings and misguidance that had surrounded music 
teachers. 
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The Arts in Schools (Calouste, Gulbenkian, 1982) highhghts the inq)ortance of the 
assessment of progression (p. 82) as a means of recognition for both teacher and pupils 
of the pupil's progression. 
In 1979 Keith Swanwick pubhshed his own rationale for the music curriculum m schools 
in A Basis for Music Education. In the mtroduction to the book Swanwick 
acknowledged the many problems that had arisen from the previous decades' 
misunderstandings and misinterpretations. Like Salaman, Swanwick had his own 
comment to make on those interpretations that depicted music education as aimless 
activity. He claimed that music was more than just "organised sound " (Swanwick, 
1979, pp. 8-9), as many had come to interpret it, and that "the crux of it all seems to be 
that we badly lack any kind of conceptual framework" (Swanwick, 1979, p.5), a plan for 
development and progression. 
In agreement with those before him, Swanwick considered "direct mvolvement" m 
musical activities to be paramount and that this was available through conq)osing (C) as 
well as audition (A) and performing (P). He considered what he called "Uterature 
studies" (L), a contextual knowledge of music, and "skill acquisition" (S), a degree of 
aural, instrumental and notational proficiency to have equal iiiq)ortance as "supporting 
and enabhng roles" (Swanwick, 1979, pp.43-46). These were vital and had been the very 
components of the music curriculum that many teachers had eliminated in theh failed 
attempts to mterpret self expression and creativity into their curricula. Thus he had a 
model indicated as C(L)A(S)P. 
For Swanwick, music had two meanings. The first was a "surface level" meaning, that 
was what music meant "to" the hstener as the listener related it to his previous 
knowledge. The second, "deeper level", was concerned with what music meant "for" the 
hstener through the hstener's feeUngs for music that were aroused during audition 
(Swanwick, 1979, pp.50-51). Swanwick also apphed this idea to composing and 
performing. 
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Swanwick wrote that when composing the "clarity" of the task in hand, the "meaning 
to" was the starting point. The "intensity", the feelings, of the con:q)oser would take over 
at various points during composition, the "meaning for" (Swanwick, 1979, pp.51-53). In 
performance, whilst playing the notes and following dkections from the composer within 
the structm-es of a particular piece of music would reflect the performer's "meaning to", 
the performer's translation of the music in order to create "impact", provided the 
"meaning for" the performer and audience. In each instance the parameters C(L)A(S)P 
were vital. For Swanwick the relation of contextual knowledge and self expression was 
necessary in order to educate through music. Also, for Swanwick, music education was 
not concerned with composing alone, but the interrelation of all aspects of the subject. 
Swanwick considered how the meaning of the term "creativity" had become 
misinterpreted when held in relation to other fashionable terms such as "self expression, 
self fiolfilment and self awareness" (Swanwick, 1979, p . 81). He considered a number of 
definitions and interpretations of the term and claimed that one's ability to be creative 
can be seen in each of the five parameters of his model, C(L)A(S)P, and not through 
con:q)osing alone as many had been led to beUeve. 
Music, Mind and Education (1988) was a step fiuther, by Swanwick in justifying his 
rationale for music education. He considered the psychology of music education to a 
greater extent than it had ever been done before. He based much of his research upon 
Piaget's theory of development in learning (1951). Swanwick incorporated some 
theories of Piaget in music education. Some, brie^ explanation of Piaget's theory is 
necessary here in order to show how Swanwick related the two. 
Piaget identified two complementary processes in learning that were apparent within 
every one when faced with new experiences. The first is imitation where one seeks to 
imitate what others do in order to conform to the outside world. The second is 
imaginative play where one seeks to act upon experience in one's own way, re-defining it 
or e?q)erimenting witb it. 
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Swanwick took these two processes and translated them in his own way, applying them 
to music education. The first, imitation, he translated to be music mutating one's 
feelings, hence imitation was a form of self expression for Swanwick. The second, 
imaginative play, he translated as experimentmg with musical structure. 
Swanwick apphed his philosophy to create a developmental sphal for the ages of 0-15+ 
(Appendix H) to which he added another of Piaget's developmental theories, "mastery" 
over materials and Swanwick's own level of "metacognition". Swanwick presented 
definitions of the eight developmental modes as from a child responding to the sounds of 
music, manipulating his abihty to play an instrument in order to con^ose music that has 
increasmgly the child's own "surprises" and affects withm it. 
It is worth considering teachers' reactions to Music, Mind and Education. Most music 
teachers are trained as performers or musicologists. Few have encountered the theories 
of Piaget iQ any great depth. Few are famihar with psychology and many would find 
difiBculties in interpreting Music, Mind and Education and applying it to their own 
curricula. The book was an attempt by Swanwick to justify his rationale for a music 
curriculum yet for musicians unacquainted with Piaget or general Psychology and 
desperate for curriculum material and a scheme for assessment, it was of httle practical 
use at all. 
However, the book did offer some criteria for assessing the quahty of composing at 
G.C.S.E. The ui:q)lementation of the G.C.S.E. examination in music was the first 
instance m England and Wales where the teaching of music through composing was 
coirq)ulsory. Con^osing took 30% of the whole exammation, the other 70% comprising 
performing and hstening. Detailed criteria for assessing the composmg con^onent were 
hsted m the syllabus with a scheme for awarding each portfoho of compositions with a 
mark. However, it is important to note that the criteria and marking scheme are apphed 
at the end of the two year course and do not provide detail for assessing a child's 
progress within the two year course. However, students have achieved sound grades at 
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G.C.S.E music and the number of pupils opting to follow the two year course are 
continually growing. Thus it would appear that teaching composing in a way that 
ensures progression and achievement at this level is possible. However, only by means of 
sufficient research to define how teachers are training pupils as composers at this level 
may we define whether similar problems are occurring here. In both cases there are still 
no apparent criteria to guide teachers of composing before the age of 14. 
1.9 Summary 
The 1960s to 1980s were turbulent times in music education with demands upon music 
teachers to change their approach to teaching music. They were expected to design 
curriciila, for which they had no training, m which pupil progress could be assessed. 
More recent developments in education have enhanced the problems facing music 
teachers and will be examined in Chapter 2. 
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CHAPTER 2 
RECENT AND CURRENT DEVELOPMENTS IN EDUCATION 
2.0 Confirmation of the nature of music in schools 
The 1960s to the 1980s were turbulent times in education, so too was the approach to 
the 1990s. The Government announced their intention to in:q)lement a National 
Curriculimi in schools in England and Wales. This was to ensure progression and 
continuity in the schools' ciuricula and teaching. 
The content of music in the National Curriculum included composing. For the first time 
composing was to be con:q)ulsory in every school in England and Wales at all ages. 
Along with con^osing appeared Ustening and appraising and performing. 
"Listening, coir^osing and performing are the three main 
activities of musicians. It is logical therefore that children 
pursuing music as a foundation subject in schools should also, 
at a level appropriate to theh age and ability, become listeners, 
performers and con^osers" (DES, 1990, p. 13). 
The 1990 DES Interim Report for music proposed a curriculum structure that echoed 
the theories, philosophies and rationale of the previous three decades. 
The two proposed Profile Conq)onents conq)rised each of the parameters of 
Swanwick's model, C(L)A(S)P (1979). The Profile Component, "Making music" 
included performing and conq)osing. Profile Component 2, "Understanding music" 
included Hstening and knowing (on a factual and contextual basis), thus providing four 
Attainment Targets. 
34 
The draft proposals, "Music ages 5 to 14" were published in 1991. With the number of 
Attamment Targets reduced to three, performmg, composiag and appraising, they 
enq)hasised the importance of con^osmg within the music curriculum; 
"The task of composing will lead to pupils thinking careMy 
use. It will also lead them to consider the best way of 
recording or notating the piece; and enable them to hsten with 
enhanced perceptiveness to the ways in which estabhshed 
conq)osers use the same elements" (DES, 1991, p. 14). 
An echo of Paynter's philosophy, that con5)osing was the vehicle for discovering music, 
was promoted as practice across England and Wales. The working group did recognise, 
however, that some music teachers would still be uncertam about how to teach 
composing. It was specifically those teachers who would, therefore, be turning to the 
National Ciuriculum for guidance. 
2.1 The issue of progression in composing in the National Curriculum 
The workmg group defined a model for progression. Four key words indicated the 




discriminate (DES, 1991, p.lT). 
The working group claimed that the achievement of one would lead pupils to the next. 
However the working party did not present a clear guide as to when and how music 
teachers could, themselves, identify each stage of this model m composing. It was left to 
the teachers to relate the detailed provision to the working group's model. 
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The Detailed Provision for each key stage indicated the key areas of musical experience 
for each attainment target (Appendix IQ). One way of identifying the progressive nature 
of the detailed provision is i f teachers sort the detailed provision under the headings 
associated with the model "recognise, identify, distinguish, and discriminate". Table 1 
illustrates a possible interpretation of this. 
Recognise Identify Distinguish Discriminate 





Key Stage 2 respond develop 
choose specific 
Key Stage 3 develop revise 
refine 
Table 1 An interpretation of the progressive nature of the detailed provision for Key 
Stages 1,2 & 3 
Thus during Key Stage 3 pupils are expected to develop, refine and revise their 
conq)Ositions. In con:q)arison, at Key Stage 1 pupils have to ssmply create, choose, 
organise and combine ideas. The inq)Ucation is that during Key Stage 3 pupils are 
e>q)ected to create more and assess more of their work for themselves. 
The 1991 drafl; proposals also provided statements of attainment supported by ten levels 
of progression within Key Stage 3 (Appendbc IV). These statements of attainment were 
an indication of what should be achieved in order to define a child's progression. 
Each level indicated a progressive step. As with the detailed provision, the components 
of each statement of attainment can be sorted when associated with the progressive 
model of the document. This is illustrated in table 2. 
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Recognise Identify Distinguish Discriminate 
Level 1 explore 
select 
sort 
Level 2 mvestigate 
choose 
combine 
Level 3 explore 
select 
Level 4 devise 
develop 
Level 5 develop 
combme 
Level 6 improvise 
conq)ose 
arrange 
Level 7 create evaluate 
revise 
Level 8 produce 
Level 9 produce 
Level 10 produce 
Table 2 An interpretation of progression within the statements of attainment for levels 
1-10 
Each statement of attainment, Uke the detailed provision, was aUied to a statement of 
attamment of technical skills. Thus it is possible to place "explore" and "select" under 
two different headings, as at level three pupils are e?q)ected to "explore and select" in 
order to produce a cotq)osition with a "perceivable musical shape" (DES, 1991, p.40). 
Thus the child would e?q)lore fiirther, in a more informed manner. 
It is inq)ortant to note that technical progress and structure are evident m each of the 
levels. The first three levels are concerned with exploring and mastering sound as well as 
encountering musical structure. At levels 4 and 5 the enq)hasis is on extending the range 
of sounds and focusmg on specific musical structures. At levels 6 to 10 pupils are 
required to draw upon previous knowledge and develop this into sophisticated pieces of 
music. Exan^les are set along-side each statement of attainment as ideas for attaining 
each. The exan^les can be seen to be progressive. Simple call and response exercises 
progress towards music of more detailed and complex form and elements and of a 
greater variety. 
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Within each level is a statement concerning notational skills. These see notation 
progressing fi-om primitive means, tape recording, producing graphic scores to the 
Uteracy of staff notation and that "From levels 6 to 10 it is assimied...that pupils will be 
able to record and/or notate their own compositions" (DES, 1991, p.40). 
The final guidance for progression, in the draft proposals, for con^osing was found 
within the end of key stage statements that the children would work towards (Appendix 
V). These, also, were closely aUied to the four key definitions for progression in the 
document. 
Recognise Identify Distinguish Discriminate 
Key Stage 1 investigate choose combine 
Key Stage 2 devise 
develop 
Key Stage 3 inq)rovise 
compose 
arrange 
Table 3 An interpretation of progression by the end of key stage statements 1,2 & 3 
The draft proposals for the National Curriciihun provided music teachers with the most 
specific guide for progression and continuity in conq)osing that they had ever had. It 
included all components of composing which had been debated in previous decades, 
creativity, self expression, conventions, technical skills and notation. 
2.2 Reactions 
The proposal of a National Curriciilum in England and Wales brought with it strong 
reaction and, at the very least, scepticism or controversy amongst teachers of all 
subjects. Teachers of many subjects claimed that a National Curriculum was too 
prescriptive and would diminish their own professional capabilities. Many also felt that 
in seeking to cover all prescribed areas their work load woiild be increased considerably. 
Some felt that this would interfere with their concentration on the quality of their work 
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within the classroom Thus before the pubhcation oiMusic in the National Curriculum 
(DES, 1992) the draft proposals were edited m accordance with teachers' concerns. 
In Music in the National Curriculum(l992) the content &omMusic ages 5 to 14 was 
reduced. The, previously, three Attaiimient Targets were condensed into two, 
Performmg and con5)osing and Listenmg and appraismg. 
In Music Education and the National Curriculum (1992), Swanwick was critical of the 
Workmg Party's decision to reduce the number of Attamment targets. He expressed a 
fear that teachers would consider performmg and conq)Osing to have less value, within 
the curriculum He feared that composing would become a diminished area, as it was 
still the one area that some teachers felt unhappy about teaching. This would mean a 
considerable step back in time. Swanwick considered the art of composition to be "in the 
richest sense of the term, appraising music" (Swanwick, 1992, p. 10) and thus of vital 
wapoYtance m order to progress in other areas of the subject. 
Swanwick presented what he called a "thumbnail sketch" of musical development 
consisting of a short statement for each of the four key stages. Each statement related to 
the levels within his developmental spnal (1988 & Appendix H). 
jRTev stage 1 
Students should be able to recognise and identify different musical 
materials and use these skilfully to express an atmospheric or 
dramatic sequence. 
This reflected the "mastery of materials" part of the spiral; 
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Key stage 2 
Students should be able to distinguish and discriminate melodic and 
rhythmic devices found in songs and instrumental pieces and use 
these expressively. 
This reflected the "e?q)ression" part of the spiral; 
Key stage 3 
Students should be able to draw attention to and exploit repetitions 
and contrasting musical ideas involving awareness of the expressive 
potential of harmony. 
This reflected the "form" part of the spiral; 
Key stage 4 
Students should be able to discriminate between various idiomatic 
practices and demonstrate this knowledge in their own musical work 
and through verbal articulation. 
The work of the children, at this stage, would have "value" to them 
Within this fi-amework Swanwick presented his own criteria for assessing quaUtative 
development, that he claimed "have aheady been found to be usefiil and reliable" 
(Swanwick, 1992, p. 17). These criteria, in the form of eight different levels, reflected the 
eight developmental modes of his spiral ( Swanwick and Tillman, 1988). 
Thus Swanwick (1992) made suggestions as to the nature of progression. However it 
was still up to teachers to interpret these ideas in to their cmiicula and to decide 
repertoire, techniques, styles, activities, i.e. all the content of a music curriculum, for 
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themseh^ es. Even with the iro j^lementation of a National Curriculimi, there is still no 
agreed syllabus content for music. 
Music in the National Curriculum was iiiq)lemented in 1992. In the interests of 
sinq)Ucity the nimiber of Attainment Targets was reduced to two, with performing and 
composmg combmed together. The levels of attainment were omitted, as was any 
firamework for progression. There was no reason given to teachers for this action. 
Each of the End of Key Stage Statements referred to those of the draft proposals. 
However, the detailed provision of the Draft Proposals and levels of attainment were 
replaced by Programmes of Study which gave examples of projects through which each 
Programme of Study may be appUed (Appendix VI). 
The terminology within the Programmes of Study was similar to that of the Draft 
Proposals; "...investigate...choose...combine...devise...develop...conq)ose...arrange...", 
yet without the levels of attainment it is difficult to judge at what level teachers should 
apply each. 
At Key Stage 2 the docimient prescribed "...musical ...structure...where appropriate..." 
(DES, 1992, p.4) yet it was left up to teachers to determine "where appropriate", the 
same problem that they have feced over the previous twenty years. At Key Stage 3 the 
document prescribes a "wide range of musical styles", which is, as Swanwick (1992) had 
criticised it as, "quantitative" and not "qualitative" (Swanwick, 1992, p. 17). 
Whereas the working group had drawn upon the work of those such as Paynter, Aston, 
Salaman and Swanwick, for it would have been absurd not to have done, they had not 
taken the philosophies of those theorists and created a clear cut model for the music 
curriculum that would enable progression and continuity, but provided Uttle more than a 
description of the natiu-e of classroom music. 
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The National Curriculum underwent scathing criticism fi-om teachers. The main 
complaint was related to the amount of extra administrative work teachers were having 
to complete. With the threat of industrial action and the gross impopularity of the 
National Curriculum the document was once again reviewed. The main aim of the 
review would be to "siaq)lify and clarify the programmes of study" reducing content 
and, therefore, allowing more for the professional judgement of teachers" (DFE, 1994, 
letter fi-om Sir Ron Dearing to John Patten). 
Of the three documents for music within the National Curriculum the 1995 version was 
by far the least helpfiil in offering guidance for music teachers. The Levels of Attainment 
were still absent and the mmiber of Attainment Targets remained at two. As guidance 
for progression and continuity the document again provided End of Key Stage 
Statements (Appendix VQ). These were, again, vague offering some detail as to what 
the children should have been doing but Uttle specific indication as to what they should 
have achieved as they progress fi-om stage to stage as well as within each stage, as can 
be seen in Table 4. 
Dearing's aim to reduce the content of the docmnent led to the Programmes of Study in 
the 1995 document (Appendix VHI) offering Uttle in relation to projects or exan5)les of 
how children should develop their musical skills. The terminology related to that of the 
other two documents, however this time it was difficult for teachers to identify 
progression between each Key Stage. 
Key Stage 1 Key Stage 2 Key Stage 3 
inq)rovise inq)rovise improvise 
e?q)lore explore arrange 
create create select 
select select combine 
organise combine develop 
organise 
Table 4 The lack of progress in programmes of study in Music in the National 
Curriculum 
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At Key Stages 2 and 3 "musical structures" are mentioned, although they are not 
detailed. At Key Stage 3 it is prescribed that children should compose in a "variety of 
styles"(DFE, 1994, p.7). There is no indication of how the con^osing at Key Stage 3 
would show progression from Key Stages 1 and 2. At a glance Table 4 seems to imply 
that pupils do the same thing in all three Key Stages. 
Models for progression are not apparent and the little guidance that is had been given is 
omitted without reason. It is appropriate, after the evidence which has aheady been 
brought to attention, to ask what would be an effective model of progression in 
coti:q)Osing for teachers. No case studies or exanq)les of children's work are presented. 
No guidance as to appropriate teaching methods or analyses of childrens work are given 
in order for teachers to see what children can achieve and what helps them to achieve. 
The implementation of a National curriculum can be seen to have failed to provide music 
teachers with the guidance they had for so long needed in order to teach conq)osing in 
a way which ensures progression. 
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2.3 Material available for teachers 
Many music teachers have turned to pubUshed material for an aid to con^osing. It is 
important in this thesis to examine the nature of material that is currently available to 
teachers and to consider whether this offers a means of progressing in composing. 
Out of bounds (Elhs, 1987) was designed in response to the annoimcement of the 
inclusion of composing within music at G.C.S.E level ElHs claimed that the three areas, 
composing, listening and performing should "be included and interlinked in a practical 
course of music education" (EUis, 1987, p.5). The material is aimed at children in the 
first three years of secondary school. 
In the introduction ElUs, like Swanwick (1979), allied his work with that of Suzanne 
Langer, e?q)ressing the value of music as a means to the representation of feehngs and 
emotions. It is through practical music making that one can express emotions. Like 
others before him, EUis en^hasised the importance of working within structures. 
EUis's first project (Appendix DC), aimed at the beginning of the first year of secondary 
school, deals with conq)osing music by producing pattems that resemble Morse code, or 
bell chimes. Music is conq)osed by the invention and arrangement of number pattems, as 
bell chimes are worked out or the altemations of long and short sounds, Uke Morse 
code. The compositions would appear to be structured through more mathematical than 
musical means to the traditionally trained musician working as a music teacher. They 
don't specify a style or idiom, there are no prescribed rules of melodic or harmonic 
progression. 
Other projects take poems, plays, dimensions in space or time as the form of musical 
structure. There are no references to the many forms, orders and structures of western 
music to which music teachers are accustomed. Of course, teachers could apply 
conventions i f they wanted to but contemporary teachers who are having to conq)ile 
dociunents and reports for school inspectors may prefer to save time by using the 
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material as it appears. 
For many teachers the content of Out of Bounds would appear to be an echo of that 
which teachers had been criticised for in the 1970s (Salaman, 1975). 
There is Uttle guidance from EUis as to how pupils may progress as conq)osers in tasks 
that he sets. 
The ideas and techniques incorporated in Elhs's coiu^ se are based on those of the Avant 
Garde conq)osers, who were successfiil m using them Ellis's approach is one which may 
become misinterpreted by teachers who associate the absence of a scheme for 
progression with the ert^ hasis on structure outside of musical conventions. Thus Out of 
Bounds may not provide a satisfactory coiirse for many. 
Music Matters (Hiscock & Metcalfe, 1992) has become a popular source of lesson 
material for music teachers. It was designed as a complete music course for Key Stage 3 
that would ensure progression. There are hints of Swanwick (1988) in the general 
introduction as Hiscock and Metcalfe claim that the projects follow "a developmental 
spiral in that they accumulate skills and revisit, strengthen and build upon previous 
knowledge and experience" (Hiscock and Metcalfe, 1992, p.5). 
Hiscock and Metcalfe mtended projects in Music Matters to follow on from knowledge 
and experience that had been gained at key Stages 1 and 2. It is in^jortant to note that 
there was no similar publication for these Key Stages until recently. Music Matters does, 
however, include ready made work sheets, lesson plans and Ustening material. 
On assessment Hiscock and Metcalfe have nothing more to say than "a way of managing 
assessment as an integral part of the course needs to be found" (Hiscock and Metcalfe, 
1992, p.7). 
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There are no criteria for assessment. There is a "Teacher Assessment Sheet" which 
con^rises a series of empty boxes for teachers to note down comments on individual or 
group compositions - a blank piece of paper for teachers to write on. 
The first project "Building Bricks" deals with the elements of music. Having discussed 
the various elements and Ustened to some exaniples of music in order to encoimter each 
one the children are required to produce a "structured group composition" (Hiscock and 
Metcalfe, 1992, p. 8). The children are given a copy of the "Bunq)s and Crashes 
conq)osing sheet" (Hiscock and Metcalfe, 1992, p. 13) as an aid which presents them 
with a choice of ideas for their composition and some empty boxes in which they can 
note down thek own ideas and plans. 
The project could be interpreted as an invitation for the children to produce a sequence 
of sound effects. It may be mterpreted as a lesson in "Bangs and Botherations" (Salaman 
1975). The publication is based on the assumption that children are able, by the end of 
Key Stage 2, to conq)ose and structure melodies and harmonies, perform on a variety of 
instruments, and record their music in some form of notation and be proficient in all of 
this. This is, itself an important broader issue and will be discussed in section 2.5. 
Other projects in the Year 7 course deal with more conventional structures, such as 
ostinato form, marches and waltzes. However in a project where children have to 
produce " a piece which demonstrates a gradual change fi^om complete lack of 
organisation to total organisation" (Hiscock and Metcalfe, 1992, p.60), can be seen to 
break down any sense of structure that children have gained if it is treated in a way that 
reflects the misinterpretations of previous years. There is no guidance m the pubUcation 
as to how each project can be delivered using conventions or what skills must be 
acquired in order to tackle each of the projects. Children, who Usten to pop music, are 
used to tonality, melody and structure. 
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It is not until the beginning of Year 8, in Music Matters, that children are taught how to 
con^ose a melody. In the first project of Year 8 they are required to " compose 
individually an eight-bar, two phrase, question-and-answer tune to a given rhythm" 
(Hiscock and Metcalfe, 1992, p.82). This project deals with traditional structm e^ through 
practical, first hand experience. However, placed one year mto the course it can be seen 
by the typical music teacher to fail to serve its purpose until very late on. 
It is expected that children will develop their abiUty to conq)ose melodies, harmonies and 
structiures which are true to the conventions of the nineteenth century and before, as 
well as to pop music. Even if children are aware of conventions in music what is missing 
from the material which is available to teachers is guidance as to how to approach these 
in composing. As with the National Curriculum there are no case studies, analyses or 
examples to help teachers to identify where achievement Ues. 
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2.4 SCAA on progression 
Since this project began guidance for teachers in assessing progression in composing has 
been offered by SCAA in the form of the Exemplification of Standards. Music: Key 
Stage 3 docmnent (SCAA, 1996). SCAA present a series of End of Key Stage 
Descriptions for each of the attamment targets in music at Key Stage 3. These are for 
the purpose of helpmg the teacher to make summative judgements of a pupil's 
achievement (SCAA, 1996, p.2). 
Section one of the document details the areas in which progress should be made. In 
composmg these areas conq)rise the "exploration and development of ideas" and "the 
communication of ideas" (SCAA, 1996, p. 5). SCAA suggest that skills in notation and 
aural perception should also be developed to enable progress elsewhere in the subject. 
Particular en5)hasis is placed upon the mastery of notational skills as it is suggested that; 
"Increasing use of musical notations enables pupils to perform a wider 
range of music, to fix ideas so that these can be developed and refined 
when composing, and to analyse more complex and longer pieces of 
music.( SCAA, 1996, p.6)" 
The document enq)hasises the conq)lementary nature of the two attainment targets. 
To help teachers assess achievement, in the areas prescribed by SCAA, four levels of 
achievement are described (Appendix X). The first is working towards the end of key 
stage description, the second achieving the components of the description, then the third 
working beyond and finally exceptional achievement. 
There is significant emphasis on achievement. The four levels of achievement indicate 
that SCAA expect pupils to work at a level equal, above or beyond the end of key stage 
description. Little information is given in respect of pupils working towards the end of 
key stage description. This is a level at which the majority of pupils will work from the 
beginning of Key Stage 3. This covers everything which is taught until pupils achieve the 
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end of key stage description. It is evident from the Literature Review that this is an area 
where teachers may need more detailed guidance. 
The document details specific areas in con^osing where progression should be made. 
These include, control and interpretation, ensemble skiUs, e?q)loration and development 
of musical ideas and communication of ideas. There is particular erc5)hasis on skills, 
knowledge and musical structures within each. 
Another e>q)ectation is that pupils have achieved the end of key stage description in 
composing for key stage 2. Secondary school teachers are reqiiired to deliver Key 
Stages 3 and 4, not Key Stage 2, even to those who have not met the end of Key Stage 
2 description. 
The Optional Tests and Tasks document (SCAA, 1996) details six luiits headed "what 
will be tested in the unit" (SCAA, 1996, p.4). It is significant that the vocabulary is 
"tested" and not "experienced" or "encoimtered". This suggests a significant shift back 
to the years immediately following the Hadow Report (1927) and not the more recent 
beliefs which evolved from Witkm (1974) and Ross (1975). 
The document highhghts areas vdiere assessment may occur in all con:q)onents of music. 
These include observation of work in progress, observation of the end result, pupils' 
comments (spoken) and pupils' comments (written) (SCAA, 1996, p.7). However no 
criteria for assessment in com5)osing is given. 
In the optional tasks that are detailed, again, there is much emphasis on the nineteenth 
century conventional form, structure as well as performance, notational and other 
technical skills. This would suggest that pupils are to have mastered these at Key Stage 
2. 
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Thus in the SCAA publications guidance is oflFered to music teachers as to the nature of 
conq)osing, the designing of a project and areas of assessment. There is also a clear 
statement of what pupils are e?q)ected to achieve at the end of Key Stage 3. However 
detail of how pupils are to develop towards achieving the end of key stage description is 
not provided. 
2.5 Other broader issues 
The introduction of a National Curricxilum in schools has forced upon schools issues of 
staflSng, time tabling and resourcing. Some music departments have had to resource 
composing. This has meant purchasing electronic keyboards, computer hard and 
sofhvare, or more traditional classroom instruments such as tuaed percussion. This can 
cost departments thousands of pounds. Many departments, or indeed schools, do not 
have fimding available on such a scale. 
There are few music specialists teaching in any one primary school. Thus most of the 
music curriculum at Key Stages 1 and 2 is delivered by non subject specialists. 
I f pupils are expected, by the National Curriculum, to work in groups then a musician, 
as teacher would prefer that each group use a separate space in which they will not be 
disturbed by others. Empty classrooms and practice rooms are a luxury that many 
schools do not have. 
The introduction of Core Subjects by the National Curriculimi has meant that schools 
have had to alter timetables to fit everything in. This too has mq)lications for the 
successfijl delivery of music in schools as many are only delivering the minimum. 
Chapters 1 and 2 of this investigation have brought to attention the problems that music 
teachers have faced when attempting to teach composmg at Key Stage 3 in a way which 
ensures progress. This has been due to misunderstandings, misinterpretations and 
misguidance as to the natiu-e of progression m con:q)osing and of compossng itself There 
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are also broader issues, indicated in this section, that affect all subjects which may also 
hinder progression in composing at Key Stage 3. 
2.6 An overview of the evidence 
Innovation in the music curriculum in the twentieth century has ensured that classroom 
music has risen in both status and profile. It is currently a compulsory subject ia schools 
in England and Wales throughout Key Stages 1 to 3. 
Spurred on by the fashions of the 1960s and 1970s for a curriculum that enabled 
"creativity" and "self expression" music has become a practical subject, one that ensures 
"hands on" experience that is accessible to all. However, the suggestions which have 
been made as to this approach in music have been largely ill used and misinterpreted by 
many. 
Many music educators have published their ideas as to the nature of classroom music. 
For many this has included composing. Yet many of these publications have not offered 
specific criteria for the assessment of progression in composing. 
Music teachers have been trained as performers or musicologists. Many need 
suggestions as to how corq)osing can be taught and its achievement assessed within 
each Key Stage. 
Assessment of progression in composing is problematic as there is Uttle consistency as to 
the nature of composing in the classroom Some theorists have offered philosophies as 
to what should be assessed yet no specific criteria for assessment has been offered to 
teachers. 
Different techniques for notating and recording conq)Ositions have been devised in an 
attempt to make music accessible to all. 
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Assessment of composing appears to have been, possible and successM at G.C.S.E 
where criteria for assessment are detailed. 
Teachers turned to the National Curriculum for guidance in progression, yet disputes 
between teachers and the govermnent had resulted in guide lines for assessment, such as 
levels, being omitted in the 1994 document. 
SCAA's recent publications (1996), in support of the National Ciirriculimi, have detailed 
where progression should occur, yet again no detailed criteria for assessment are 
presented. 
It would appear that assessment of con:q)osing is an area of the music cimiculum which 
is in considerable disarray. 
SUMMARY 
The evidence examined in Chapters 1 and 2 indicates: 
a. Composing is a valuable part of music education. 
b. There are different reasons for the inclusion of con^osing in the music curriculum 
c. Methods of teaching coii5)osing are varied. 
d. There are problems in assessing progression in composing at Key Stages 1 to 3. 
e. There is concern as to appropriate techniques for notation. 
£ There would appear to be fewer problems with assessmg progression in composing at 
G.C.S.E. 
g. There would appear to be a lack of effective material or training for guiding music 
teachers in teaching composing 
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The next chapter of this thesis will address the method for investigating these issues in 




A CONSIDERATION OF APPROPRIATE METHODS OF DATA 
COLLECTION AND ANALYSIS 
3.0 Introduction 
This chapter gives critical consideration of the method for data collection that is 
considered to be most suitable for an investigation into the appropriate methods of 
teaching composing to ensure progression at Key Stage 3. The process for data 
collection will then be described. 
3.1 Possible reliable and valid methods for this thesis 
There are a mmiber of methods that would be both reHable and vahd. The nature of this 
enquiry demands a focus on ideas of teachers and how these affect the progress of 
children in music. ReUable methods for an investigation of this project's nature would 
include the interview, the questionnaire or the case study. The first two allow teachers 
the opportunity to describe the effectiveness of their ideas for teaching composing. The 
latter allows the researcher the experience of witnessing at first hand the effectiveness of 
teachers' methods for teaching composing. 
3.2 The interview as the method for the investigation 
The interview is very often used as one of a range of survey methods in social research 
and is described by Cohen and Mannion as an "unusual method for data collection in 
that it involves the gathering of data through direct verbal interaction between 
individuals" (Cohen and Mannion, 1995, p.271). Although the interview is more 
commonly used as support for other methods of data collection such as the 
questionnaire, in this instance, it is considered to stand alone as the most reUable 
method. 
54 
Cohen and Mannion (1995, p.273) outline four different types of interview, the 
structured interview, the unstructured interview, the non-directive interview and the 
focused interview. 
There are time constraints imposed on this to which the unstructured and non-directive 
interview may present problems. However, the structured and focused interview are 
considered to be too Umiting for this project as the nature of the topic is such that the 
interviewee may hnk one issue with another and the interview must, therefore, be semi-
structured. The semi-structured interview allows the researcher to pick up and record 
aspects such as body language, manner, and attitude all of which could be used to 
illuminate the interviewee's answers to more direct questions. 
There are a number of advantages to the semi-structured interview that make it 
particularly appropriate for this study. The nature of this enquiry requires a degree of 
depth into the ideas and experiences of music teachers. A semi-structured interview 
offers the interviewer opportunities to follow up matters that arise during the course of 
the interview whilst ensuring that all relevant issues are covered in sufficient detail. The 
greatest advantage of the interview is that it offers the researcher depth. It offers direct 
insights into the interviewee's thoughts and feehngs, as well as the opportunity to apply 
direct questions. Therefore the semi-structures interview is the most advantageous 
method for data collection in an investigation of this nature. As discussed in chapters 1 
and 2, the music curriculum is vast and it is anticipated that each teacher who takes part 
in the mvestigation may have very different ejq)eriences and ideas. Therefore the 
interviewer needs the opportunity to enquire fiirther into particular responses. The 
interview situation also allows the interviewee and researcher to work at a speed 
appropriate and comfortable to both ensuring that questions are adequately understood 
and interpreted correctly, thus increasing the reliability and validity of the data. 
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3.3 The questionnaire as a research method 
The ideal questionnaire has many advantages. Cohen and Mannion (1995, p.92) describe 
the method as possessing "the same properties as good law" and they make reference to 
Davidson (1970) in describing the method as one that is easy for the respondent to 
understand i f designed well. However, it is difficult to design the ideal questionnaire and 
a pilot will have to be designed and tested before the mvestigation can be carried out. 
Whilst a reUable method for collecting facts and opinions, the questionnahe does not 
allow for the depth of detailed mformation that is necessary for this enquiry. In this 
project the interviewer is reqiiired, to some extent, to observe the feehngs of the 
interviewee in order to form an impression of their views and feelings. This would not be 
possible usmg a questionnaire. The questionnake does not allow scope for witnessing 
the behaviour of the respondent. The researcher requires the opportunity to investigate 
on an individual basis fiirther matters that arise during investigation. This would only be 
possible i f an interview were to take place after the analysis of questionnaire data. 
Whereas this would be a desirable method it would not be possible within the tune 
constraints that are in:q)osed upon this project. The questionnaire is therefore too 
limiting for this project. Also, the small scale of this project and the small number of 
informants does not warrant a questionnaire. 
Other factors that limit the reliability and validity of the questionnaire include the risk of 
a small number of returns. This is particularly true of the mformants participating in this 
project. Music teachers are one group that work long after school hours, training 
ensembles or rehearsing for end of term events. They are busy people and may not, quite 
justifiably, have the time, willingness or energy to complete a detailed questionnaire. 
There is also the risk that busy respondents will not take sufficient time to read 
questions which could then be misinterpreted or misunderstood. Such factors would 
severely affect the reliabiUty and vaUdity of retrieved data yet it is this particular group 
of teachers who are valuable to this enquiry as they represent the typical music teacher. 
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It was, therefore, decided that the questionnaire would not be a suitable method for this 
investigation. 
3.4 The case study as a research method 
The case study offers the opportunity to witness, at first hand, children's progress in 
music. However, this investigation is concerned with the progress of children over a 
period of three years. It would not be feasible, because of the time Umitations, to spend 
this amount of time investigating through case studies, despite the method's reUabihty. It 
is necessary that a moderate sized sample be drawn from different schools, the time 
consuming case study would severely restrict this. The case study of only one or two 
teachers may not reveal sufficient difference and may not represent the spread of music 
teaching, particularly coirposing. 
3.5 In conclusion of the choice of method for this investigation 
The focus of this study requhes a depth of response that could not be offered by the 
questionnaire alone. The time constraints on this project makes the case study 
unpossible. The researcher appreciates the pressures upon busy music teachers and feels 
that the most enlightening respondents would be those who have been approached, in 
the first instance, to determine whether they have an interest in the project and therefore 
will have the time to offer and an interest in the investigation. Thus the interview is 
considered to be the most rehable method of data collection for this project. 
3.6 The limitations of the semi-structured interview 
There are limitations that the researcher must bear in mind whilst conducting a semi-
structured interview. The interview process is time consuming and this project has 
specific time constraints unposed upon it. Interviews need to be recorded in some form, 
in the first instance, either by video or audio equipment, and later transcribed before 
analysis. This takes a considerable amount of time. There is also the risk that the 
interview may over run the allocated tune putting fiuther pressure on the researcher. 
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Other limitations of the semi-structured interview are referred to by Cohen and Mannion 
(1995, p.275). These include the observation that either party may feel uncomfortable 
when placed in a one to one situation, particularly if either party feels imcomfortable 
with a particular characteristic of the other. Such a situation may add to a risk of bias m 
subsequent interpretation of the data. Other factors that are also drawn to our attention 
by Cohen and Mannion are some of the possible causes of bias, including discomfort 
with attitudes and opinions expressed by either party; the desire of the interviewer to 
seek particular opinions. A truly satisfied researcher would be the one whose hypothesis 
had been proved. The interviewer must therefore design a schedule with questions that 
do not mislead the interviewee or cause the interviewee to feel directly challenged. With 
carefiil construction of the schedule these Umitations can be overcome. 
3.7 Ethical issues 
A shrewd interviewer must take account of ethical dimensions that arise in the interview 
situation. Reliable and valid research for this project requires the interview sample to 
include teachers who may have much more e?q)erience of teaching music than the 
interviewer. It is necessary that a number of the questions in the schedule deal with the 
interviewees' beUefs, philosophies and feelings. It is impoTtasit that the interviewer is 
carefiil not to appear to be questioning the interviewee's e?q)erience in a way that may 
challenge the interviewee's professional expertise. The questions should only be directly 
appUed at times when the interviewee feels in control and imthreatened. For the same 
reasons it is essential that there is a point towards the end of the mterview that the 
interviewees are given the opportunity to speak freely about how they perceive the 
situation, thus leaving the interviewees feeling in control. In discussing current issues a 
frank interviewee may wish to criticise or con^lain. It is hnportrnt that then opinions 
are dealt with by the interviewer in the strictest confidence. Thus in this project the 
interviewees will be given pseudonyms in respect of then professional ejqjertise. 
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There are also technical considerations to be borne in mind when collecting data by 
interview. It is an advantage to the mterviewer to record the interviews on audio tape as 
a reUable method for coUecting raw data. The interviewer should seek the permission of 
the interviewee to record the interview and ensure confidentiaHty as should the 
interviewee feel uncomfortable with this proposal there is a fiuther risk of bias. 
3.8 Current events and issues that are influential in this investigation 
This project is bemg designed at a time when the subject matter is highly topical in aU 
subjects. Music teachers are currently being asked to focus on assessment of conq)osing. 
This fiirther enhances the quaUty of the data coUected in that the issues discussed are a 
part of music teachers' everyday thinking and the teachers are, therefore, Ukely to give 
detailed response to questions and issues that are discussed in the interview. 
3.9 The design of the semi-structured schedule 
The schedule con^jrises a Ust of topics that be discussed. These topics are identified 
in chapters 1 and 2 as key issues central to the topic of teaching composing at Key 
3. These topics are: 
1. The priority given to composing within the whole curriculum. 
2. Reasons for including composing m the music curriculxmi 
3. Methods of teaching conq)osing. 
4. Assessment. 
5. Methods for teaching composing at G.C.S.E. 
6. Traming. 
7. Material available to teachers. 
8. Other issues. 
The relevance of each of these issues is discussed in section 3.10. 
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For each issue a smaU mmiber of open ended questions will be used as prompts. Some 
topics are more general, particularly at the beginning and ending of the schedule when 
the interviewee must feel comfortable and m control of the issues bemg dealt with. The 
topics in the middle of the schedule are more specific and where more direct questioning 
is Ukely to occur. A certain quaUty of response is desired for this project thus the 
response modes are 'imstructiu-ed'. This ensures that the interviewee is given the 
freedom to answer as fiilly as he/she chooses. 
3.10 The relevance of the questions 
Section 2.6 suggests that there are a nimaber of issues that make it more difficult for 
teachers to find an effective method for teachmg composmg to ensure progression. 
These issues were Usted in the Summary of the Literature Review. It is vital that each of 
these issues are addressed in the interview. Each one is relevant thus: 
Issue 1: The priority given to composing within the music curriculum 
Kodaly introduced simple composing tasks as part of his method for developing the 
aural awareness of children. For Orflf con:q)osing was the main vehicle for school music 
especially m his Schuhverk (1950-54). After the poor response to school music in the 
School Council's Enquiry I (1968), Paynter and Aston (1970) produced a pubUcation 
that was to revolutionise classroom music in which composing became the backbone and 
the main focus of school music. Salaman (1983) included con:5)Osing as only a part of 
his approach to school music as did Swanwick (1979). Com5)osing was introduced to 
G.C.S.E. music as the syUabus con^rises ahnost a third composing and the National 
Curriculum followed suit for music at Key Stage 3 conq)rises a third composing 
claiming it as vital as a part of the practice of aU musicians. Paynter's pubUcation Sound 
and Structure (1992) was another attempt by Paynter to emphasise the importeaice and 
vitaUty of focusing on conqjosing. 
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After almost three decades of debate over the priority given to composing in the music 
curriculum different educators still have different opinions. It is importrnt in this project 
to determine the priority that teachers give to composing within their curricula. It is also 
necessary, due to the influence of writers such as Salaman, Swanwick and the producers 
of the National Curriculum to determine how composng and other areas of the music 
curriculum interrelate. Therefore the following will be discussed: 
i. The value of performing, appraising or con^osing. 
ii. Tune allocated to composing at Key Stage 3? 
iii. Ideal amoimt of time for con^osing. 
iv. The interrelation of conq)osing, performing and appraising. 
Issue 2: Reasons for including composing in the music curriculum 
Kodaly included con^osing as a means to develop aural awareness. Orff used 
con:q)osing as a vehicle for appraisal. Music was criticised by Witkin (1975) for laggmg 
behind the other arts that had aheady dealt with new approaches and made their subjects 
vehicles for 'creativity* and 'self expression'. These became increasingly fashionable terms 
for education during the 1970s and for Paynter and Aston (1970) composing was a 
means for creativity in music, something which was accessible to all. Others viewed 
composing as the vehicle for self expression. For Salaman (1983) con^osing was a 
means for musical appraisal. The National Cmriculum justified the inclusion of 
con^osing as a vital part of the practice of all musicians. With so many possible reasons 
for the inclusion of con:q)osing it is important, in this project, to determine teachers' 
reasons for the inclusion of composing within their curricula. Therefore the following 
will be discussed: 
i . Do you regard conqjosing as a vehicle for self expression, creativity, appraisal, 
analysis, or developing a specific technique? 
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Issue 3: methods of teaching composing 
Chapters 1 and 2 detailed various reasons of music educators for teaching composing. 
The methods of Kodaly and Orflf were prescriptive. The enq)hasis of Paynter and Aston 
(1970) on sound and beginning a project from a generic ceU was revolutionary in the 
teaching of music, despite its reflection of the avant garde. The avant garde influence has 
been misinterpreted to mean that in composing teachers need not be concemed with 
traditional conventions, rudiments or musical theory, and aU that classroom music had 
been previously. NaturaUy music teachers felt insecure about implementing the 
revolutionary methods. This method was described as a "philosophy of instant results 
and gratification which must lead to nothing" (Salaman, 1975, T.E.S.). The National 
Cmriculimi (1994) drew upon the theories of the previous thirty years in music 
education in outUning a broad curriculum that suggested teachers use various methods 
for teaching con:5)Osing. Thus teachers are still left to decide for themselves which 
methods to use. 
The more conventional methods make it easy for teachers to judge progress. Things can 
be right or wrong and, Uke in mathematics, the more the pupils can get right the fiirther 
they are progressmg. The avant garde methods of Paynter and Aston (1970) focused 
upon breadth of experience being the means for progression. This was a new and 
sometimes difficult perception for teachers and it is irq)ortant in this project to consider 
through which methods of teaching composing teachers feel they are ensuring progress. 
Therefore the mterviewees wiU be asked to: 
i . Describe then methods for teaching conq)osing. 
u. Describe how/ whether they recognise achievement in composing. 
iii. Comment on the value of rudiments and theory, in particular notation. 
iv. Say whether they feel their methods are accessible to aU pupils. 
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Issue 4: Assessment 
Effective assessment of development should ensure progress takes place. 
Very Uttle guidance has been produced to support teachers in their assessment of 
progress in composing. The importmce of assessment was en^hasised by Paynter and 
Aston (1970) and again by Paynter in 1980 and 1992 but with no detail as to how 
successfijl assessment could be put into practice. Swanwick (1988) outlined a model for 
assessment, however it focused upon development over many years and not, as most 
teachers teach, one Key Stage at a time. The Drafl: Proposals for the National 
Curriculum (1991) presented ten levels where, with some degree of scrutiny, it was 
possible to see development. It was superficial and did not detail examples and was 
dropped from the Curricxilum before in:q)lementation. In Music Mind and Education 
(Swanwick 1992), Swanwick presented end of Key Stage Statements that pupils should 
work towards and these are mirrored in the 1994 National Curriculum document. Yet 
the majority of music teachers teach within one Key Stage only which requires 
assessment of progression from term to term and at broadest from year to year. 
The most recent guidance that teachers have received in assessment has been the 
Consistency in teacher assessment, Exemplification of Standards, (SCAA, 1996). Here, 
areas where children should progress are outlined. The Literatiwe Review drew 
particular attention to the reliance of the assessment criteria presented in the document 
upon technical skills. These are the areas where assessment is relatively easy, yet they 
are the areas that were criticised for boring pupils and excluding pupils. 
It is necessary, in this project, to discover how or whether teachers can assess 
progression in composing, whether it is an easy task for them, which areas of composing 
assessment is easy or difficult and what, i f any, guidance teachers require. It is also 
in^ortant in dealing with this to try to identify teachers' perceptions as to the nature of 
progression. 
Thus the mterviewees will be asked: 
i . How does the interviewee measure progress? 
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u. Is it easy to measure progress and where do the difficulties Ue? 
in. How helpfiil have the National Curriculum or the SCAA docimients been in 
assessing progress? 
iv. What, i f anything, would teachers Uke to be made available to them in order 
to assess progress? 
Issue 5: A comparison of the teaching methods and assessment methods in 
composing between Key Stage 3 and G.C.S.E 
Chapter 1 drew particular attention to the fact that composing at G.C.S.E. level seems 
to be relatively unproblematic. The G.C.S.E. syUabus does present clear guideUnes for 
assessment of composing. Section 1.8 did pomt out that in order to determine why this 
was the case a specific research project would have be carried out that would be far 
beyond the time constraints of this project. However it would be valuable to this project 
to detemune what differences or sunilarities there are between methods for teaching and 
assessing between G.C.S.E. level and Key Stage 3. This may offer suggestions as to 
what m conq)osmg is teachable and assessable. 
There was a great deal of provision for INSET training when the GC.S.E. was 
in^lemented and it is impoTtsmt to investigate whether this has been the case for 
composing at Key Stage 3. 
Interviewees will be asked to: 
i . Describe their methods for teaching composing at G.C.S.E. level. 
ii. Say how, if at all, these methods or the pupil differ from Key Stage 3. 
Issue 6: Training 
The Literature Review drew attention to the fact that Kodaly, Orfl^ Paynter and Aston 
were, significantly, experienced and successfiil con^osers. It was only natural, therefore, 
that composing would be an important part of music education for them Salaman, to a 
certain extent, represented those music teachers who had no training as composers, that 
were accompUshed performers or musicologists, he himself a French Horn player. The 
Literature Review drew attention to the few university and coUege degree courses that 
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offered composmg as an area for study up until very recently. It is valuable to this 
project to determine the level of training that teachers have experienced in con5)osing in 
relation to how comfortable they are at teaching and assessing it. 
Thus the interviewees will be asked: 
i . To describe any compositional background they have. 
i i . To evaluate how much of any compositional background is drawn upon in 
teaching composing at Key Stage 3. 
iii . To describe any major influences in teaching cott5)osing. 
Issue 7: Material available to teachers. 
The pubUcations and training for teaching OrflPs method of conaposing were demanding 
of time and commitment and thus inaccessible to many teachers. The Literature Review 
drew particular attention to the fact that between the pubUcation of Sound and Silence 
(Paynter and Aston, 1970) and Music in the Secondary School Curriculum (Paynter, 
1984) Uttle material was available to teachers as guidance or ideas for teaching 
composing. Some later pubUcations such as Out of Bounds (Ellis, 1987) and Music 
Matters (Hiscock and Metcalfe, 1992) focused on conq)osmg at Key Stage 3 yet the 
Literature Review drew to attention the possibiUty that the schemes of work presented 
in these publications may not effectively ensure progression or be suitable to all schools. 
It is in^ortant, therefore to determiae whether any such pubUcations are being used 
effectively. The interviewee wiU be asked to comment whether this is the case. 
Issue 8: Other issues 
Broader issues affecting the teaching of music in general were brought to Ught in the 
Literature Review. I f teachers feel these are affecting music at Key Stage 3 then it 
foUows that con^osing wiU be affected by such issues as lack of curriculiun time 
awarded to music, poor equipment, large class sizes and any other issue the interviewees 
may Uke to comment on. Thus it is valuable to this project that the interviewee be given 
the chance to comment on any other factors that are detrimental or aid the effective 
teaching of composing in order to ensure progression. 
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3.11 The length of the schedule 
The number of issues is determiaed by the summary of evidence in Chapter 2 and cannot 
be decreased. Whilst each topic must be discussed in some depth it is in^ortant that 
topics are not discussed to such a length as to present the transcriber with problems due 
to the tune constraints imposed upon the whole project. This would also present 
problems when coding i f there is an abundance of data. Two methods of time Umitation 
have been used to overcome this. In the first instance the pronq)ts for each topic also act 
as a checkUst to ensure all the key issues have been covered. Once these have been 
covered the mterview can move on. 
Secondly, each topic has been allocated a time hmit that, where possible, the interviewer 
must round off each topic, ask any direct questions for key issues that have not been 
dealt with and then move on. It is anticipated that each topic be discussed for 
approximately three minutes. Effective use of time in this project is essential and m order 
to ensure this a fi:amework for the recording progress has been sketched out. Taking 
each step of the fi:amework into account the researcher can distribute time effectively. 
This also serves to en^hasise the inq)ortance of time limitation in each interview. 
3.12 The framework for the recording process 
Thompson (1995) suggests a fi-amework for collecting and analysing qualitative data. 
Stage 1 Raw Data: audio-taped recording. 
Stage 2 Verbatim Transcripts. 
Stage 3 Coded Transcripts. 
Stage 4 Interpretation of Data. 
Stage 5 Presentation Results. 
These stages have been used as the fi-amework for this study. 
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3.13 The transcripts 
The Raw Data will be transcribed in a three stage process. The Raw Data will 
immediately be transcribed verbatim Field notes will be added in order to note other 
features of the interview such as the body language, mannerisms, entbusiasm, wilhngness 
and pace of the interviewee. The final stage involves coding. As trends, themes and ideas 
recur as the mterviews progress each feature will be coded in accordance with a key that 
will be developed as the mterviews progress. 
3.14 Preparation 
Each of the interviewees was approached in the first instance by a letter sent directly to 
them outlining the purpose of the project, the nature of the interview and an indication 
of the issues that would make up the interview schedule. This was followed by a phone 
call to arrange a date and time for the interview. This also served to prompt late replies. 
Due to the restricted time scale of the whole project it was planned that all interviews 
should be carried out between February and April 1997. The Pilot took place in 
December 1997 which allowed time for modification and refinement of the schedule 
before the sample was interviewed. 
3.15 The sample 
The nature of this project requires a sample of teachers of different ages and a range of 
professional training. It is important that, as far as possible, there are equal numbers of 
male and female interviewees, as different trends in music education have sometimes 
been seen to have had male or female leadership or support. 
The target number for the sample was ten. The aim was that approximately three 
teachers would have trained and quaUfied during each of the three decades focused upon 
in chapters 1 and 2. The san:q)le was selected. Music teachers fi-om different ethnic 
backgrounds have not been approached. Whilst their ideas may suggest a positive way 
forward it was thought that many other issues would have to be dealt with that would 
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cloud the initial focus of the project. Another reason for this decision is that there are 
few music teachers who are form different ethnic backgrounds. 
3.16 The pilot interview 
The PUot Literview was undertaken to prove the relevance of the issues of the schedule 
and determine that the questions were reUable and vaUd. This project presented the 
researcher with her first encounter of interview as the method for the investigation. Thus 
it was necessary, as well as testing the issues of the schedule, for the researcher to treat 
the pilot as a means to practise interview technique. With these aims in mind the 
interviewee selected for the pUot was a close coUeague. This meant that the pilot 
interview was easy to arrange. As the interviewee for the pilot was known to the 
interviewer as a good teacher he proved a good test of the interviewee's pronq)ts. The 
interviewee, an experienced music teacher was also considered to be a suitable part of 
the whole sample. 
3.17 Responses from the pilot interview with Mr. Ash 
1. Mr. Ash seems to be comfortable with the whole idea of composing at Key Stage 3 
and has come to terms with the process-oriented approach. Mr. Ash values composing 
as an hnportrnt part of the music ciuriculum and underlines its importance to him by 
describing it as "fimdamental". 
2. Mr. Ash values conq)osing as a "creative act", and one that is accessible to aU. 
3. Mr. Ash's description of his method of teaching composing suggests that he is not too 
bothered by particular traditional skiUs in theory wdien he is deaUng with this part of the 
music curriculum at Key Stage 3, however he is more reUant on these at Key Stage 4. 
They are there at Key Stage 3 for more practical reasons than academic. Mr. Ash 
suggests that there is room and a certain need for the development of traditional skills in 
other lessons (performing, analysing) but he does feel that each is interdependent and 
related. Mr. Ash seems happy with the idea of feeding in skiUs and knowledge 
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appropriate to the child as required rather than starting fi-om a syllabus of rudiments and 
set skills to be learnt, even though this means individualised schemes. 
4. Mr. Ash clearly has difficulties in devising a scheme for the assessment of pupil's 
progress in composmg. His language at this point in the interview would suggest that it 
has been something of a particular bother to him. 
5. Mr. Ash suggests that his teaching of composmg at Key Stage 4 is more dependent 
on traditional techniques and skills. This has made assessment of progression easier at 
this level for him. 
6. Mr. Ash has clearly benefited firom being taught composition and other experience 
clearly influences his method of teaching conq)osing. 
7. Mr. Ash is critical of pubhshed material that is currently available to music teachers. 
The recent SCAA pubUcation has been usefiil in that it provides some examples of 
pupils' work which helps define a level of achievement. Mr. Ash is clear in what he 
would Uke to be made available to him. A Pilot Study based on only one informant is 
limiting, however in such a small scale project it is adequate. The quality i f the data fi-om 
the pilot interview is considered to be valuable to this investigation and will be included 
along with the other data collected. 
3.18 Modifications to the interview schedule in light of the results of the pilot 
As a result of the interview with Mr Ash some modifications were made to the Interview 
Schedule. The modifications to the Interview Schedule were minor and mamly in the 
form of a few additions and some reorganisation. It was decided that it would be 
valuable for the purpose of this investigation to discuss the extent to which technical and 
traditional skills are a part of other areas of the music curriculum such as perfomaing and 
analysing and how teachers perceive the interdependency of the different areas. 
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The difference in response in the discussion on assessment of progress at Key Stage 3 
and at Key Stage 4 is great. Key Stage 4 has been made a separate topic on the 
schedule, the nmnber of questions now amounts to nine. 
It also became apparent fi:om the Pilot Interview that the interviewer must be prepared 
for a sUghtly greater length of interview and be sure to remain aware of the time 
aUocated for each topic during the interview. 
3.19 The time table of the interviews 
Interviews have been arranged, as illustrated in table 5, to coincide with the Umited time 
scale. 








Table 5 The time table of interviews 
3.20 The Final Sample 
One of the informants decided prior to the interview that they felt they would not be 
able to help the researcher. This was late March 1997. Thus the size of the Sample was 
reduced to eight (including the Pilot Interview). 
The spread of the Sample was still good with an even spread of informants, male and 
female, having qualified at different times during the past three decades and the present 
decade. Table 6 shows the spread of the sanq)le. 
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1960's 1970*s 1980's 1990's 







Table 6 The range of experience of the informants 
3.21 Other considerations 
It became impossible for the interviewer to meet with one of the mformants and an 
interview over the telephone had to be arranged. This posed some problems for the 
interviewer. During the interview no body language was observed. The raw data was 
collected by means of a short hand developed by the interviewer which reduced the pace 
of the interview thus extendmg its length. With the pace of the mterview being reduced 
this allowed the mterviewee more time to think and therefore there was a greater volume 
of response, a vicious circle that the interviewer had to work hard at combating. 
3.22 Producing the verbatim transcript 
Each Verbatim Transcript took a two or three hours to produce. The text was set out so 
that field notes could be entered next to the text and sufficient space was lefl: for coding. 
3.23 Coding 
Each transcript was studied and relevant themes were highhghted. Relevant themes 
included those which were recurring throughout more than one interview or any issues 
of considerable iaterest. Issues that were not considered to be relevant were such that 
had a substance far removed firom the original issue being discussed. There was the 
occasion where respondents may have made what the interviewer perceived as being too 
many conq)laints and much of this was dismissed also as this showed the respondent to 
be biasing the data. 
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The relevant themes were categorised in a table (Appendix XIV) where each row of the 
table represents a trend or theme. Recurring themes became apparent fi"om this process. 
The coding process was time consuming. The investigator had to be aware that bias 
should not enter this part of the process by her choosing only the themes that she 
considered to be in^ortant. 
3.24 Some reflections 
The interview and transcription processes took foiu" months to complete in total. This 
was hard work as transcription became almost laborious and coding was not as sinq)le as 
ranking or awarding points. Other problems, such as school concerts, OFSTED and 
general work load, hindered the investigation fiuther. Yet despite these practical 
difficulties the interviews were completed and the rich data coUected was considered to 
be worth the additional effort in data collection. 
The interview situation was one where not only did the interviewee occasionally feel on 
the spot, but so too, and only naturally, did the interviewer. However, as the interviewer 
had anticipated many of these difficulties, determination on her part overcame most of 
them and the data coUected are considered valuable to this investigation. 
3.25 Presentation and discussion of the results 
The data coUected, after being categorised, is presented in Chapter 4. It wiU then be 
discussed in Chapter 5. 
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C H A P T E R 4 
PRESENTATION O F IMPORTANT ISSUES THAT HAVE B E E N BROUGHT 
TO ATTENTION IN T H E DATA 
4.0 Introduction 
The data collected is diverse and informing. Teachers' perceptions of progression in 
cowiposmg at Key stage 3 are affected by their own different beUefs, experiences, 
situations and influences. The presentation of the results will define the effect these 
behefs have on how teachers and pupils can assess progression in conq)osing at Key 
Stage 3. 
4.1 The main themes arising from the data collected 
Appendix X I V highlights themes which are considered valuable in qualifying the 
investigation into teachers' perceptions of assessiag progression in composing at Key 
Stage 3: 
1. The value of composing to teachers 
2. The mterrelation of performing, Ustemng and con^osing 
3. Reasons for composmg 
4. Methods of teachhig coirposing 
5. Technical Skills 
6. Notation 
7. Expectations 
8. Different teaching styles at G.C.S.E 
9. Different pupils at G.C.S.E 
10. Guidance for teachers in the form of pubUcations 
11. Guidance for teachers in the form of INSET 
12. Guidance for teachers at during training 
13. Teachers' individual musical speciahsm 
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14. The abUities of pupUs 
15. The diverse nature of music 
16. A mismatch between Key Stages 
Each of the issues above wUl be discussed in the foUowing chapter where it wiU be 
shown how each is a valuable factor in the investigation. 
4.2 The nature of progression 
Six of the eight informants had clear ideas as to the nature of progression. These became 
apparent at the point in the interview when the informant was asked to explain where 
progression could be assessed. However, although teachers had clear perceptions as to 
the nature of progression they were not able to define the level or rate of their pupUs' 
progress in each case. It is usefiil at this point to recognise how each of the informants 
perceive the nature of progression in composing at Key Stage 3. 
Mr. Ash, in interview 1, perceives progression in con^osing as the "development of 
someone's creativity" (Une 117). Mr. Ash beUeves that progression can be defined as the 
degree of a chUd's exploration and development of ideas. However he finds it difficult to 
assess due to his subjective perception of its nature. 
In interview 2 Mr. Cook had clear ideas that progression is made by a child 
encountering increasingly difficult or complex rudiments and deaUng with them. Mr. 
Cook finds it easy to assess progress in his pupUs' compositions by consideration of the 
success with which they deal with the technicaUties of the work he sets. 
In interview 3 Mrs North stated that assessment of progression is not possible in the 
more creative tasks that she and her pupUs enjoy. However she is certain that 
progression can be assessed in the more rudimentary areas of composing which the 
National Curriculum requires her to teach. Her statement "what exactly do we mean by 
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progression?" (line 93) highhghts an in:q)ortant area for consideration in this 
investigation. 
Mr. Higgs, in interview 4, perceives progression as social development, a progression in 
which music lessons are only a contributmg factor. 
Along with Mr. Ash, Mrs Kidd, m interview 6, and Miss Watts in interview 5, perceive 
progression as subjective examination of the work they have produced and thus difficult 
to define. 
In interview 7, Mr. Perry has clear ideas about progress. For him progression occurs 
when technical skills and knowledge are recalled and developed upon. As with Mr. 
Cook, in interview 2, Mr. Perry's perception is based upon technicalities and rudiments, 
where there can be mathematical right or wrong answers. 
Mr. Taylor, in interview 8, feels that progression should be seen in the context of 
progression between Key Stages. He finds difficulties in measuring progression within 
Key Stage 3. He perceives progression as the development of creativity which he 
considers to be subjective and, therefore, more difficult to assess. 
Whether the informants are able to assess their pupils' progress or not it is evident that 
their individual perceptions as to the value and nature of cortposing within composing at 
Key Stage 3 affects their perceptions of the nature of progression. The data shows that 
progression can be considered to occur in one or more of the following areas: 
1. The technical and rudimentary aspects of composing. 
2. The creative process involved m composing. 
3. The social development that might occur as a result of the lessons. 
4. The breadth of a child's musical experience or knowledge. 
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4.3 The interrelation of performing, listening and composing 
Performing and Ustening are considered vital, by aU of the informants, as a means of 
enabUng conq)osing and, therefore, progression in con^osing at Key Stage 3. A 
number of informants beUeve that it is important for children to develop skUls in 
performing and Ustening before they tackle conq)osing. Others beUeve that composing is 
the point of discovery of music and that the search for new ideas for con:q)ositions 
paraUels development of performing and Ustening skiUs. 
Miss Watts, in interview 5, is an example of the first group. In her schemes of work the 
point of discovery of a new feature is through Ustening. Having Ustened to a particular 
genre of music as a stimulus her pupUs spend time developing performing skiUs through 
playing music characteristic of the selected genre. Once performance skiUs have been 
developed her pupUs are required to incorporate the music's features in a conq)osition. 
In interview 8 Mr. Taylor explained how he feels it is in^ortant for his pupUs to learn 
performance skiUs before conq)osing. Mowing the children to con^ose before sufficient 
performance skiUs are mastered, led Mr. Taylor to "wonder, just what, at that point, I 
was teaching them" (line 23). He beUeves that it is up to him to provide the children with 
the level of performance and Ustening skiUs necessary for them to achieve success at 
con^osing. 
The compositions that are produced by Miss Watts and Mr. Taylors' pupils are a 
culmination of everything that their pupils have been informed of and discovered, skiUs 
they have developed and rudiments they wiU have learned. Mr. Taylor suggested (Une 
213) that giving children an e?q)ectation of what a composition is to consist of would 
make it easier to identify achievement. Achievement would be recognised by the 
inclusion of the teachers' expectations. 
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Mr. Cook, in mterview 2, explamed that progression is made by givmg children 
something that is more "challenging" (line 66) each tune a task is set. He spoke of how, 
m Year 9, his pupils are set tasks based on exploitmg chords. Performing chords 
demands a higher level of skill on an mstrument than performmg a smgle line of melody 
alone and it opens up more harmonic, and therefore creative, possibihties for the 
coiDposer. Thus by posmg greater challenges to a child's performance skills a more 
con:q)lex and creative conq)osition may be produced. Progression is achieved and can be 
assessed through the extent to which the children have grasped the concept of chords 
and exploited them 
According to this approach progression m composmg can be made by a child developing 
his or her performing and Kstening skills in order to e?q)loit then creative possibilities. 
The nature of progression demands children coming to terms with more technical and 
rudimentary aspects of the subject. It is easy to identify what is right and what is wrong 
and, therefore, a child's achievement can be easily assessed. 
In mterview 6 Mrs Kidd explained how developing her pupils' repertoire provides a 
stimulus for their own con^ositions and that this enhances their creativity. Assessment 
of progress is through recognising to what extent the children have referred to the ideas 
given to them Once more it would appear that composing serves as proof that children 
have grasped certam knowledge. 
A number of the informants spoke of when then pupUs produce conq)ositions 
performing and Hstening skills are continually drawn upon. A cycle can be recognised. 
Mrs Kidd, in mterview 6, explained that her pupils recall performance skills in showing 
their compositions to the class and it is at that point that listening skills are recalled as 
the class appraise each others' compositions. Performing and Kstening skills are enabling 
skills for composing and then comsposmg enables fiirther performing and Ustening. 
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It is apparent, however, that the technical demands involved in performing may hinder 
children's achievement. In interview 4 Mr. Higgs pointed out that " a lot of the kids find 
it hard to perform their conq)ositions to the class" (Une 19). Miss Watts, in interview 6, 
pointed out the benefits of having a great number of instrumentalists in the school so 
that "most of them know what they are doing" (Une 76) in conq)osmg. Mrs Kidd 
explamed how the musical repertoire selected for the children to listen to should be 
selected carefijUy so that the children are not discouraged by thinking that they are 
expected to produce music of a similar caUbre. She also suggested that perhaps Key 
Stage 3 should be spent developing performing and Ustening as enabUng skiUs as she 
speculated that many famous musicians and con:q)osers would have done. Mr. Taylor 
strongly beUeves that despite problems with technicaUties the creative process is one that 
is stiU accessible to aU and he counters the problems of performance by having his pupils 
work m groups, each one consisting of at least one instrumentaUst whose skiUs the 
others would manipulate. 
Mr Ash, in interview 1, has a different philosophy on the interrelation of performing, 
Ustening and con^osing than the other informants. It is in^ortant to consider in 
particular the points that he raised in the interview. 
'Tve always put the creative act before the theory. I Uke to give the 
kids an idea for a starting point and get them to do something with it. 
The input fi-om me in terms of theory is dictated by the needs of the 
pupil and their approach to the creative act wiU throw up various 
questions that they need to answer. It is at that point that I make the 
professional decision whether to give them appropriate background 
whether to help them explore the material" (Une 36-49). 
For Mr. Ash composing is the point of discovery and the performing and Ustening skills 
develop paraUel to the child's creathdty does. Thus each child develops only the 
technical skiUs that they require unlike the pupUs of other mformants who beUeve in 
delivering an amoimt of technical skiU and background for the whole class. Thus each of 
his pupils may encounter different skiUs, knowledge or experience. Mr. Ash has a very 
different teaching style and view of his role as the teacher to other informants. 
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It is evident fi-om the mvestigation that as children make progress in performing and 
Ustening they are able to progress in composmg. For some performing and hstening are 
the primary enablmg factors or, Uke Mr. Ash m mterview 1, the conposing is the 
primary enabUng skiU. Either way the children are requked to nurture some technical 
skills. Whereas technical skiUs are considered to be restricting by some (Mr. Higgs in 
section 4.3), they are essential i f children are to achieve any form of progress. 
4.4 Reasons for including composing as part of the music curriculum 
From the data coUected it is clear that teachers' reasons for mcluding con:q)osing have an 
effect on the identification of progress. 
Mr. Cook, in interview 2, stated that his reason for including composing was that 
"it tends to be the culmmation of all that the kids have leamt. I f we've 
done a project on the ground bass then it's a test of whether theyVe 
understood what a groxmd bass is "(Unes 35-40). 
Here the reasons for mcluding conq)osing are technical, a test of a child's knowledge and 
skill, and progress can easily be assessed. 
Others who perceive composmg as a vehicle for self expression or as a tool for 
promoting social skiUs beUeve that progress can not be so easily assessed. They consider 
progress to be social and personal and a part of something that music contributes to. It 
is subjective. Mrs North, in interview 3, described how her schemes of work which are 
tailored towards self expression pose difficulties m measuring progress. Although the 
children enjoy the work and are satisfied with the outcome she feels that their progress is 
Umited. 
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Mr. Ash, in interview 1, ejq)lained that in composing, as a vehicle for self e?q)ression, 
each child would achieve in a different way "the achievement is inherent in the process" 
(Une 88). However he feels that its subjective nature makes it difficult to assess. 
Mr. Taylor, in interview 8, explained the importance of nurturing children's creativity 
and that this was a reason to include conqjosing at Key Stage 3. His beUef as to the 
nature of progression was that it should be perceived as progression between Key 
Stages. To assess creativity the children must encounter vast experience. Although a 
child may not be awarded a score, grade, or level here, according to Mr. Taylor progress 
can be identified. Mr. Taylor also made the point that it was this aspect of composing 
that was accessible to aU. 
It is becoming apparent that the informants have very different reasons for including 
composing in their curriculimi Their teaching styles are different also and it is important 
to seek, reasons firomthe data, as to whether either of these issues affect each other. 
A nimiber of the informants stated that initiaUy their reason for including composing was 
that it is a statutory requnement. Music teachers have to be prepared to encounter 
school inspectors who examine schemes of work. Thus music teachers have no choice 
but to teach conq)osing. It was therefore interesting that Mr. Taylor should say; 
" Because of the National Curriculum and that teachers are having to assess 
then composing is becoming assessable" (Interview 8, Unes 252-255). 
He explained how he has diverted firom an emphasis on e?q)loration and creathdty and is 
in the process of moving to an emphasis on structure and form in music. He considered 
this to be moving back. However, it was highUghted in section 1.6 that Paynter (1984) 
considered this to be moving forward. 
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4.5 Teachers' methods of teaching composing 
Consideration of the content of teachers' curricula has defined areas where progression 
in composing can be more easily recognised. It is clear that a vast amount of cxirriculum 
material is available to teachers, music of many genres, and that teachers have to be 
selective when designing their ciuricula. An examination of their methods of delivery 
highhghts areas where progression in con^josing can be defined. 
A number of the informants teach con^osing by giving the children a certain amount of 
knowledge before the composition task is set. They explain rules and boiindaries, as if 
supplyittg a tool box of background knowledge which the children can draw upon when 
composing. Those who adopt this method for teaching conq)osing include tasks that 
involve arrangement, pastiche, and variation forms. The children are enabled to 
understand the rudiments of the genre they are involved with. The nature of the 
con:q)Osing task which follows is restricted by tight harmonic and structural rules. 
According to Mr. Cook, in interview 2, progression occurs when the tasks set are "more 
challenging than the last thing" (Lines 65-66). Teachers using this method of teaching 
con^osing have curricula which consist of creating canons, blues music, arrangements 
of simple chord progressions and the ground bass. Their teaching style is one where they 
have tight control over when new technical skills or knowledge are addressed. 
Mrs Kidd, in interview 6, spoke of how her pupils wiU Usten to a recording of Hoist's 
Planet Suite before attenq)ting to produce music with a similar program Mrs Kidd 
ejq)lained that often this method of teaching music can be "boring" (line 42). The 
children are put off the project before the conq)osing has begxm. This is due to two 
reasons. The music they listen to is far fi-om their own culture. Also they feel that they 
are ejq)ected to produce music which is a pastiche of that of Hoist. 
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Mr. Higgs, in interview 4, spoke in some length about the content of his schemes of 
work and how the childrens' attitudes differed depending on the style of music they were 
encountering. In a scheme of work, during Year 9, where the children have to put 
music, effectively soimd effects, to a video that is contercporary and popular the children 
work enthusiastically and produce good results. 
There are differences between this scheme of work and the ones described by Mrs. Kidd. 
The genre of Mr. Higgs' scheme of work is a part of teenagers' ciilture. Mr. Kidd also 
speaks of how the children "love" the work set on Pachelbel's Canon and enjoy the 
Blues. It is acceptable to them Thus it demands enthusiasm and determination to 
achieve. 
The nature of the conq)osing in Mr. Higgs' music to video scheme of work is that of 
selecting soimd effects. There are no difficult harmonic, melodic, or rhythmic rules that 
have to be obeyed. Mr Higgs feel that his pupils achieve in this type of task although he 
beUeves it is not so easy to mark progress. This is due to his particular belief as to the 
nature of progression. 
The method of teaching where the children are given technicaUties to work with clearly 
presents problems. Mr. Higgs spoke of how, when he offered children the concept and 
rules of rhythm and tempo their con^ositions did Uttle to reflect such an awareness. 
However by reducing the amount of technicaUties further Mr. Higgs does get very 
positive results. When Mr. Higgs allows his pupils to use five notes only, five notes 
which are harmonically acceptable in any combination, the children have "less to worry 
about, they're not overloaded" (hne 117). The e>q)ectation of what the children can 
manage is much lower and they manage it successfiilly. 
Mr. Ash, in interview 1, gives the children only what they need to conq)ose as they go 
along. Some children wiU only require a little knowledge. Some will demand much 
more. Similar to those of Mr. Higgs, Mr. Ash's ejq)ectations are reduced. 
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4.6 Notation 
Some form of notation was considered important, i f not fimdamental by all but one of 
the informants. The practicality of students having a record of what they con:q)Ose fi-om 
one lesson to tbe next means that some form of notational skills are perceived as a 
necessity for students. Notational skUls are considered to be enabling skills. Notation 
was defined, by the informants in three diEFerent types; conventional staff notation, 
graphic notation and notation of any form invented by the student. Each of the three 
types have there own role in the assessment of the progression of a child's work. 
Conventional staff notation is valued by some of the informants. It is considered as an 
important criteria for assessment by two of the informants. It's mathematical nature 
enables teachers to identify right and wrong easily. Thus a child's use of staff notation 
can be a test of a child's appUcation of theoretical knowledge. For Mr. Perry, in 
interview 7, a child writing a conq)osition down correctly means that they have made the 
link between creativity and theory by applying notational rules correctly. Miss Watts 
reHes upon her instrumentalists to produce high quality work and for them to draw upon 
the notational knowledge they have learned during instrumental studies when 
composing. 
Mrs Kidd, in interview 6, used the term "real music" (line 88) when she spoke about 
notation, highlighting for her students, and herself the value of staff notation. 
Mr. Perry emphasised the difficulties that staff notation might cause for students. The 
precision of the nature of staff notation means that it can also be restricting. Mr. Perry, 
in interview 7, pointed out that a child may fail to notate their compositions correctly 
thus it is difficult for the teacher to know whether their compositions are successfijl as a 
whole. Mr. Taylor, in interview 8, pointed out that he beheved the creative conq)onents 
of composing are accessible to all yet the rudiments and theory were restricting. He 
described writing staff notation as a "specialised skill" (line 165). 
83 
Mr. Higgs exphined how his students struggle with the technical difficulties of staff 
notation and how little, therefore, of his schemes of work include emphasis on notation. 
He explaiaed how working with the pentatonic scale, only five notes, was more 
manageable for his pupils. 
It is for such reasons that others amongst the mformants prefer alternative types of 
notation. Mrs North, in interview 3, spoke of the value of graphic notation for her. Her 
students decide for themselves the format of their written music. They are able to write 
down then compositions with ease. However when asked about progression in relation 
to notation Mrs North explained how it was difficult to identify assess progress in 
graphic notation. She explained that progress could only be made if graphic notation 
were developed into staff notation. 
Some of the informants prefer to let the students design their own type of notation. 
Notation, to these informants, is not a criteria for assessment but something that purely 
enables the students' coiiq)osing and it is other aspects that are assessed. 
4.7 Teacher and pupil expectations 
There are many criteria for which both teachers and pupils have expectations. Each of 
these expectations can be perceived as a factor that affects progression in coitq)osiag. 
Teachers' ejq)ectations are based on the caUbre of the school's catchment, the pupils 
abilities, an appropriate curriculum and the methods through which it is delivered and 
the achievement of pupils. 
Mrs Kidd, in interview 6, spoke of her pupils' low concentration span (Une 70). She 
explains how the brighter pupils in the class may manage the work, but many will 
struggle. 
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Others amongst the mformants told of how a small number of pupils who are less able 
struggle with much of the work. Specialist music teachers are tramed musicians with a 
degree of talent. Mr Higgs, m interview 4, clauned; 
"It is a real nightmare though sometimes when we're doing the four line 
melody thmg as they come out with some outrageous things Uke twenty 
beats in a bar" (Unes 125-131). 
Mr. Perry, in interview 7, told of how his pupils' work doesn't meet his expectations. He 
explained that his pupils' conqjositions didn't often reflect the task that was originally set 
(Ime 60). 
Teachers expect their pupils to accept and work within the cimiculum, the content of 
which is made up from their choice or tastes. Mrs Kidd's pupils, interview 6, find some 
of her course "boring" (hne 40). 
Mrs Kidd, in interview 6, also explained how her pupils set their standards as those of 
their favourite pop idols and feel failures that they don't have the abilities for their own 
compositions to meet those standards. The pupils' expectations of what they should 
achieve is set much higher than their teachers'. Many of the informants spoke of how 
they felt the expectations of SCAA were above the capabilities of then pupils. 
It is evident that pupils also have e)q)ectations of conq)osing. Then e?q)ectations are 
affected by the purpose of the task in hand, the difficulty of the task in hand, whether 
what they are doing is within a context and their overall regard for the subject. 
In interview 4 Mr. Higgs spoke of how his pupils enjoyed the more social aspects of the 
tasks he set (hues 90-100). Mr. Higgs perceives composing as a vehicle for his class to 
bond and is certain that they enjoy this. 
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Pupils have a ready e?q)ectation as to what music is. Mrs Kidd, in mterview 6, spoke of 
"real music" (Une 89). She explained how much her pupils are reliant on placing music in 
context, that "real music" for them is that of their favourite pop stars. This music is 
acceptable to them and they enjoy it. However Mrs Kidd also explained that her pupils 
set their standards by that "real music" which is composed and performed by 
accompUshed musicians. This causes problems as her pupils don't expect that they will 
achieve anything so satisfying as the compositions of their idols. This, according to Mrs 
Kidd, discourages her pupils firom trying to achieve something. 
Miss Watts, in interview 5, spoke of her pupils being "de-mob happy" (line 66) as they 
approach the end of year nine. Pupils who are not continuing with music at Key Stage 4 
are turned off and less likely to achieve. 
4.8 Continuity between key Stages 3 and 4 
The majority of the informants claimed that progression in composing was easier to 
assess at Key Stage 4. From the data collected it can be determined that this is the case 
for a nimiber of reasons. 
Mr. Ash, in interview 1, spoke of how his approach to teaching was different at Key 
Stage 4. Mr. Ash explained that he places a larger enq)hasis on "teacher direction" (liae 
96) at Key Stage 4. Once more there is evidence that teaching styles are an issue in this 
investigation. 
Mr. Ash also spoke of the difference between his curriculum content at Key Stage 4 to 
that at Key Stage 3. At Key Stage 4 Mr. Ash, hke many other informants, has begun to 
adopt a more conventional curriculum. Mr. Ash, to a certain degree, regards G.C.S.E. 
music as a foundation for A Level music in which conventions are fimdamental. 
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Mrs North, in mterview 3, spoke of her emphasis on theory at Key Stage 4. Miss Watts, 
in mterview 5, also spoke of how she put more of an enqjhasis on theory and rudiments 
at key Stage 4. This was the reason that both Mrs North and Miss Watts find it easier to 
assess progress m con^osing at this level. Mrs Kidd, m interview 6, explained that the 
ease at which her pupils grasp theory at Key Stage 4 makes it easier for her to assess 
progress. 
Mr. Higgs, in interview 4, explained that progress and achievement m composing was 
easier to assess at Key Stage 4 as "they teU you how to do it" (Une 245). The G.C.S.E. 
syllabus sets out clear criteria for assessmg con5)osing which is clearly beneficial to Mr. 
Higgs. 
A number of the informants explained that the caUbre of the G.C.S.E. music student 
was, to a large degree, different to those at Key Stage 3. This was for a number of 
reasons. Miss Watts, in interview 5, said that her pupils were more "willing to work" 
(Une 180) at Key Stage 4. 
Mrs Kidd, in interview 6, spoke of how the pupils who opted for music at Key Stage 4 
in her school were often those with more natural musical talent. 
4.9 Guidance and training for teachers 
The informants have been offered guidance for teaching and assessing composing at Key 
Stage 3 in various forms, the National Curriculum, Exemplification of standards in 
music (SCAA, 1996), pubUcations of schemes of work, pubUcations from theorists. The 
informants explained to what extent any of these had helped to guide their teaching and 
assessing. 
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All of the informants felt that the National Curriculum and the SCAA docimients had 
failed to offer any guidance. Mr. Cook, in interview 2, e?q)lained how the standards 
which had been set by SCAA were unrealistic in that they were way above the abihties 
of his pupils (lines 87-94). 
Many of the informants have used Music Matters (Hiscock and Metcalfe, 1992) at some 
stage although they adapted it to suit the needs of then pupils. 
Few of the informants spoke of influence fi-om theorists. Mrs North, in interview 3, 
spoke of how Dennis and Orflfhad influenced her earUer on in her career. However this 
had only provided Mrs North with ideas and not with an effective method for 
assessment of progression. 
A number of the informants spoke of how some of the ideas they were given during then-
teacher training courses had provided effective curriculum material. However this, again, 
has not provided an effective method of assessment. 
Of the informants few were composers. Mr. Ash, interview 1, and Mr. Taylor, interview 
8, were the two who felt very confident about including composing on the ciuriculum at 
Key Stage 3. Mr. Ash spoke of how he based his approach for teaching on the 
experiences that he has, himself had (line 153). Mr. Taylor explained that it was through 
his behef in cortposing that he could enthuse his pupils (Unes 245-250). 
4.10 Broader educational issues 
Broader educational issues have an effect on the delivery of composing at Key Stage 3. 
Those which were mentioned by the informants included the nature and size of classes, 
resources and teaching time. 
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Mr. Higgs, in mterview 4, and Mrs Kidd, m interview 6, spoke of how a number of their 
pupils of lower abiUty especiaUy struggle with conq)osing. Mrs Kidd ejqplained that her 
pupils have a low concentration span (Unes 69-71) and that they rarely achieve anything 
when con^osing. 
Mr. Higgs also e?q)lained that often Uttle was achieved in composmg due to the poor 
behaviour of his pupils (interview 4, Une 25). 
In interview 8 Mr. Taylor explained that group size was a problem affecting composing 
lessons. He considered this to be more of a problem than the amount of time aUocated to 
music, 
" I f I had an hour a week with smaUer class sizes then I would be 
happier than with larger classes and more time" 
(interview 8, Unes 49-53). 
Mrs Kidd, in interview 6, spoke of how restricted classroom space means that her pupils 
have less access to resources. This means her pupils spend a Umited amoimt of tune 
composing. She feels that achievement is minimal. 
The lack of time aUocated for music lessons was a conq)laint made by a number of the 
informants. Mr. Cook, in mterview 2, merely drew the interviewer's attention to the fact 
that time was a problem (line 20). 
Mr. Higgs, interview 4, explained that a lesson of fifty minutes in length leaves his class 
Uttle tune to develop or finish their work (Unes 42-44). A roUing P.S.E. program also 
means that pupils miss out on music lesson time. Miss Watts, interview 5, shares similar 




It has become apparent fi-om the data that there are areas for concern in conq)osing at 
Key Stage 3. These relate to the diversity of perceptions of teachers as to the nature of 
con^osing and progression. These issues will be discussed in chapter 5. 
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CHAPTERS 
DISCUSSION OF THE ISSUES THAT HAVE BEEN BROUGHT TO 
ATTENTION IN THE DATA 
5.0 The diversity in teachers' perceptions of reasons for including composing 
It is evident fi-om the findings that the informants have diverse perceptions as to the 
reasons for including conq)osing within the curriculum. Mr. Cook states that he includes 
con^osing as a means of testing his pupils' knowledge and technical skills (4.3). 
Section 4.3 highhghted Mr. Taylor's reason for including composing, that it is a means 
of nurtxuing children's creativity. 
Mr. Higgs, in interview 4, Qxphmed that his reason for including composing was that it 
promoted social development, while for Mr. Ash, com j^osing is the point of discovering 
music (section 4.2). Others teach composing as a statutory requirement. 
The informants' perceptions of the reasons for including con^osing means that their 
perceptions as to the nature of conq)osing are equally diverse. For example, Mr. Cook's 
belief that composing is a test of knowledge means that his method of teaching is 
through more theoretical and technical skill based projects (section 4.2). Mr. Ash allows 
his pupils to explore for themselves in the first instance and he will give each child only 
the theoretical knowledge they require in order to progress fiuther, they will discover 
what they need (section 4.2). 
5.1 The issue of teaching styles 
The informants' teaching styles depend upon their perception of the nature of 
composing. Those informants who perceive conq)osing as a means of testing knowledge 
adopt theoretical and technically based teaching styles whereas those who beUeve in 
composing as a means for social development or creative development adopt a teaching 
style where the pupils are fi-eer to e?q)lore for themselves and theory and technical skills 
are not considered to be fimdamental. 
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This, in turn affects the mformants' perceptions as to the nature of progression. Thus it is 
clear that what is being taught and assessed in composing in different schools is as 
diverse as the teachers perceptions of the subject. 
5.2 The role of composing within the music curriculum 
It is clear from section 4.2 that the informants view conq)osiag to have one of two roles. 
It is brought to attention in the same section that some of the mformants perceive the 
role of conq)osing as either a means of testing childrens' knowledge of music or a 
vehicle for promoting creativity and social skiUs. Only one of the informants commented 
that he had moved between the two ideas (section 4.3) when Mr. Taylor commented 
that he was moving back to an emphasis on conventions. In order to identify areas 
where progress can be assessed in composing at Key Stage 3 it is important to consider 
the data associated with each of these ideas. 
Those, Uke Mr. Cook, (section 5.0) who perceive the role of cornposing to be a means 
of testmg the musical knowledge of then pupils find assessment of composing 
manageable, as their criteria for assessment is based upon theoretical and technical skills. 
In section 4.2 there is extensive evidence that others amongst the informants share the 
same beUef as Mr. Cook (section 5.0). The results presented there show that the relevant 
informants beUeve in giving their pupils a particular measure of knowledge before they 
begin conq)osing. This knowledge is in the form of identifying characteristics of music 
that has been Ustened to, practising the performance of a particular feature, or learning 
new theoretical rules. The appropriate teaching style involved here is more teacher-led 
lessons. These informants know what each of their pupils have encountered and then put 
them to the test by setting them a conq)ositional task. Composing is the means of 
assessment of knowledge and understanding gained. 
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The informants who adopt this teaching style claim that it is manageable to assess 
progress in con^osing. However what is being assessed is the pupils' knowledge, not 
their ability to corq)ose. 
The comment is made in section 4.2 that a cycle can be identified in one case, after the 
composing task has been completed and performed the pupils appraise each other's 
work. After composmg has been used as a test it then becomes a vehicle for refinement, 
for fiirther ideas. Coirq)osmg then becomes the point of discovery, a place at which 
fijTther exploration can begm. This was not recognised by the informant in interview 6, 
Mrs Kidd. Her conqjosing tasks are crucial i f progression is to take place. In this case 
progression is where pupils seek to refine their ideas or experiment and e)q)lore vnih 
new ones. Pupils' skills as composers are being developed. 
Thus for teachers who perceive the role of conq)osing as a means for testmg knowledge, 
progression may be assessed in one of two ways. The prescriptive teaching style means 
that teachers are always able to identify what their pupils know or can do. Whereas it 
might be argued that this teaching style means that only theory and technical skills are 
assessed, i f teachers take the opportunity and let their pupils appraise each other's 
con5)ositions and then refine them their skills as composers are developed. Progress in 
conq)osmg is apparent and the criteria for assessment is the degree of refinement. 
Others amongst the informants adopt a teaching style which is more laissez/aire. Their 
lessons are not prescriptive, except that they may give an initial stimulus or idea. For 
these informants the en:q)hasis is creative and social development. 
It was brought to attention in section 4.2 that Mr. Ash allows his pupils to conq)ose with 
a particular theme in mind and it is only at the point where they wish to develop their 
composition fiirther that Mr. Ash gives them more technical or theoretical knowledge or 
suggestions. 
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In section 4.4 it is brought to attention that pupils can achieve in projects that are based 
on soimd effects. This is satisfymg for the pupUs mvolved w i^o feel, along with their 
teacher that they have achieved. Yet the teacher concerned, Mr. Higgs, does not feel 
that he can assess their progress m conq)osmg. 
There are similarities between the teaching styles of Mr. Ash and Mr. Higgs. Firstly due 
to then personal beUefs in the role of composing their teaching style is one where their 
pupils e?q)lore for themselves. OccasionaUy, however, their pupils need more 
knowledge, technical skills or suggestions and this is given to suit the needs of the 
individual. This is necessary to enhance their con:q)osition. In effect the pupils are 
refining then con:5)Ositions. This is progression. 
Whether the informants' teaching style is based around theory and knowledge, or 
discovery pupils stiU need to refine their conq)ositions. In seeking to refine their 
conq)ositions pupils may add new ideas or new techniques. As weU as discovering more 
technical sldUs and theory they are adding more to their conq)ositions. They are 
progressmg and progression in conq)osmg can be measured by the degree by which 
pupils enhance then con^jositions. 
5.3 Expectations associated with composing 
It is evident from the presentation of the results that there are many expectations 
associated with con^osing at Key Stage 3. Expectations are made by the National 
Curriculum and SCAA, as weU as teachers and pupils themselves. This section wiU 
identify the various e?q)ectations and show how they influence teachmg styles and 
consequently progression. 
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It was brought to attention in section 4.8 that teachers feel they have had Uttle guidance 
in teaching conq)osing fi-om the National Curriculimi and SCAA. Section 2.4 discussed 
the expectations of these documents. The National Cmxiculimi e?q)ects all teachers to 
teach composing but only serves as a Ust of suggestions as to what might be taught. 
The National Curriculum and SCAA also expect pupils to have fiilfilled the requirements 
that they set out at the end of Key Stages 1 and 2. Yet it is clear that this is not the case. 
Section 1.5 pointed out the difficulties that may arise as few music teachers are trained 
composers. This was highlighted by the results from the investigation. Section 4.8 
brought to attention the fact that only two out of the eight informants were conq)osers 
or felt confident about teaching composing. 
Section 4.8 also brought to attention that only two of the informants had sought 
guidance from composing theorists. Even then one of the informants had only been 
influenced indirectly and the other claimed that the information was usefiil only to a 
certain point. Similarly, the same section brought to attention the fact that published 
classroom material had been of little help to teachers. Yet despite this teachers are still 
expected by the National Curricuhmi to deliver a curriculum, at least, one third of which 
involves conq)osing. 
Thus teachers design their own curricula which have to allow for progression in 
con::^ osing. They are free to adopt a teaching style of their choice. It is only natural, 
therefore, that teachers' curricula are based around what they do know and what they 
have had experience of Section 1.5 also highlighted that most teachers have been 
trained as performers or musicologists. Section 4.6 brought to attention the problems 
that one of the informants has whose teaching style is influenced by his own experience 
as a performer and musicologist. His pupils don't meet his expectations and fail to be 
seen to be making progress. 
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Section 4.6 also brought to attention the conflict of musical tastes between teachers and 
pupils. Mrs Kidd, in interview 6, spoke of how her ejq)ectation of what her pupils should 
manage leads to boredom and lack of motivation. It was also pointed out, in section 4.4, 
how the same mformants' pupils were discouraged from conqjosing by Ustening to a 
stimulus chosen by the teacher. They thought they would have to produce music of a 
smular, con^lex caUbre. Again progress is not seen to be being made. 
Thus lack of guidance and training for teachers has resulted m a mismatch of 
e?q)ectations m composing at Key Stage 3 within which progress does not appear to be 
present. 
5.4 Successful lesson material 
In view of these findings it is valuable to seek from the results any parts of the 
informants' curricula which are received weU by the pupils, for it must be the pupils 
themselves who have the most reaUstic ejq)ectations of what they can achieve. 
It is brought to attention in section 4.3 how Mrs North's pupils enjoy the work mvolving 
graphic score notation. Her teaching style m this case is one where the pupils explore for 
themselves and they are pleased with the outcome. Although Mrs North commented that 
she doesn't feel that her pupils are making progress if the conclusion of section 4.12 is 
appUed there is no reason why the pupils should not develop their ideas fiuther through 
refinement. 
It was brought to attention in section 4.4 the enthusiasm of Mr. Higgs' pupils in tackUng 
his schemes of work. As weU as conforming to teenage preferences they are ones in 
which the pupils have to work within limits. It is further brought to attention m section 
4.5 that pupUs find it easier to work v^thin the tight Umits of the pentatonic scale. Thus 
pupils at Key Stage 3 can manage work which has tight restrictions and vdiich Umits 
what they have to cope with. This would be seen to be standard teaching practice, to 
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give pupils something to work with that is within their capabiUties and Umits and then 
gradually stretch them. 
5.5 Summary 
The evidence from chapter 4 suggests that progression can be assessed in con^osing, 
the criteria of which is the extent to which a composition is refined. Also that the lack of 
guidance for teachers in designing then- cimicula and adopting teaching styles has led 
teachers, in certain cases, to design ciirriciila where there is a mismatch of expectations 
between the teacher and pupil and progression does not appear to be made. These points 
will be included and discussed in the next chapter, the conclusion of this project. 
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C H A P T E R 6 
IN CONCLUSION O F T H E E V I D E N C E 
6.0 Issues that have risen from the results 
Chapter 5 highlighted factors vdiich affect the teaching and assessing of con^osing at 
Key Stage 3. Teaching styles and expectations largely influence what is being delivered 
in the classroom and how it is received. Broader issues also have an effect on the 
successfiil delivery of composing. 
It was found that: 
1. Composing is considered, by a number of teachers, to be a vital part of the music 
curriculimi 
2. Teachers find it difficult to assess progress in composing at Key Stage 3 
3. There are diverse styles of teaching composiQg and, consequently, diverse curricula, 
resulting in a lack of continuity in the subject 
4. There are diverse perceptions as to the nature of progression in composing at Key 
Stage 3 
5. Broader educational issues affect the delivery and receipt of composing at Key Stage 
3 
6. There are areas of composing in which pupils can be seen to be maldng progress 
6.1 The significance of the issues 
Issue 1: The role of coirq)osing 
Section 5.2 highhghted the fact that teachers perceive the nature of conqiosing as either 
a means of developing theoretical knowledge and understanding or a means of 
promoting social development. Where composing was included for rudimentary reasons 
it was perceived as a means of measuring pupils' technical and theoretical knowledge 
and skills. Others perceived the role of conq)osing as the point of discovery of music 
and, through an emphasis on creating music other aspects of the subject would be 
revealed to pupils. Either way con^osing plays a vital role in music education and is 
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valued by teachers. Therefore it is important that an this area of the music curricul\mi 
survives. 
Issue 2: The im^jortance of the assessment of progression 
It was brought to attention (section 5.2) that a number of teachers are able to assess the 
progression of technical skills through con:q)osing, although some had perceived this as 
the assessment of progression in corq)osing skills. Other teachers claimed that it was 
in^ossible to assess progress at all due to their perception of the nature of the subject 
area. I f composing is to survive and flourish as a subject then an effective means of 
assessing progress needs to be designed and in^lemented in order for pupils to be 
encouraged and rewarded. 
Issue 3: The lack of continuity in the music curriculum 
Many music teachers are not trained composers and have Uttle ejq)erience in this area 
(section 5.3), yet they are expected to design a curricxilum which includes conq)osing. 
Where as teachers believe con^osing to be valuable, lack of training and guidance from 
other sources has led to teachers adopting teaching styles and curricula which are most 
suited to themselves. This means that continuity in music education, to a large degree, 
does not exist. The National Cmiiculum was introduced to ensure continuity across 
schools in England and Wales. This failing to be the case in music. 
The freedom of choice available to teachers has caused teachers to select music which 
occasionally conflicts with the tastes of pupils and discourages them m their work. Thus, 
progress won't be made. 
Issue 4: The diversity of the nature of the music curriculum 
Lack of guidance and training means that teachers adhere to their own perceptions as to 
the nature of progress. As with curriculum content, these are diverse, resulting in a lack 
of continuity between schools. Some perceive progress as emotional development others 
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perceive it as the understanding of more technical aspects of the subject. Few teachers 
fiise the two perceptions. 
Issue 5: The importance of the acceptance of the state of education 
There are factors beyond the music curriculum that affect the delivery of composing. For 
example the lack of funds has restricted resources, space and oversized classes. This is a 
common complaint amongst teachers. However current chmate in education suggests 
that this is imlikely to change, at least in the short term Teachers must look for a way of 
delivering music which takes this situation into account. 
Issue 6: Where progress can be recognised and measured 
Despite the claims of teachers, that progress can not be assessed in composmg, unless it 
is in the assessment of technical skill, the results of the investigation show that progress 
can be seen to take place. The opportunities that are given to pupils to refine and 
develop their compositions show the pupils to be working and developing as conq)osers. 
6.2 The implications of the issues 
Findings of this study have highUghted issues which that need to be addressed i f 
composmg is to serve its piupose as a valuable area of the music curriculum It is 
apparent that teachers who are not trained conq)osers need guidance in designing and 
delivering a con^osing curriculum The curriculum must be effective, ensuring 
continuity and progress. The curriculum must take into account the musical preferences 
of pupils and consider the lack of resources reported in most schools. Also, it must 
allow for the amount of allocated ciuriculum time, which was reported to be minimal 
Above all it must be accessible to all. Guidance is also required in assessing progression 
in composing. This progression can be determined by the extent to which pupils refine 
and develop their compositions. 
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The next section of this chapter will present three schemes of work which address the 
issues of the conclusion and suggest a possible scheme of assessment for compoang in 
view of the issues. 
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6.3 Schemes of work for teaching composing in a way which ensures the 
assessment of progression at Key Stage 3 
The schemes of work which are presented take in to account the expectations of SCAA 
(1996) and the National Curriculum (D.F.E, 1995). Although it was found that teachers 
find these documents to have little value, teachers are accoimtable to external agencies 
and, therefore must adhere to them Thus the schemes of work address both attaiimient 
targets of the National Curriculum. Notation and aural perception are also addressed 
(section 2.4). The schemes of work are designed as a means of working towards the end 
of key stage description (section 2.4). The schemes of work are spread over one term to 
allow flexibility of lesson time. 
The nature of the music involved is one which adolescents may relate to. The schemes of 
work require only basic resources and pupils may work in groups or as individuals to 
condensate for these. 
Finally, whilst emphasising exploration and development of ideas which were considered 
important by a number of informants, there is an enqjhasis that these ideas take the form 
of structures, as ejq)ressed by others. 
Each of the schemes is aimed at a different year group. Each step of the project is 
outlined in order to guide the music teacher who may not be an experienced composer. 
The expectations of each is relative to the age of the pupils. Pupils in Year 9 wall be 
ejq)ected to work with more complex structures and more challenging technical skills 
than those in Years 7 and 8. Pupils will use their skills to express their ideas and create a 
piece of music which shows their imder standing of the value of structure in music. 
Opportunities are provided for pupils to refine their work from which the teacher will be 
able to assess to what extent pupil's work has been developed and enhanced, reflecting 
their skills as con^osers. 
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Pupils will be given the opportunity to work in groups, to promote social development, 
or individually. 
The first scheme of work. Fanfares, is aimed at pupils in year 7 and e5q)ects them to 
work with elementary performing and technical skills which will be developed 
throughout the project. 
The second, Jingles, expects year 8 pupils to work with a higher level of technical skill 
which is developed towards the e?q)ectations of the scheme of work for year 9. At the 
end of the year 9 scheme of work. Song Writing, the criteria of the end of key stage 
statement will have been met. 
The schemes of work are intended to be one of three during the year, the other two 
having the same expectation of the pupil's abihty. The level of the schemes of work can 
easily be judged by the technical demands and, therefore, should be obvious to the 
teacher who is not a composer. However it is the extent to which the pupils refine and 
develop their compositions which has to be taken in to account when assessing progress 
in coiiq)osing. Each of the schemes of work offer pupils more material to work with, to 
the extent that in the Song Writing project pupils can choose for themselves what 
material, geme and skills they use. The greater choice of material that pupils have will 
enable richer coirpositions. Progression will be seen in con^osing where a pupils 
produce a a composition which is richer in harmony, melody and rhythm than the 
previous piece and shows carefiiUy crafted structures to produce an effective piece of 
music. 
Each of the schemes of work can promote differentiation by outcome. Whilst in each the 
outcomes can be increasingly demanding, the subject matter and techniques, in the first 
stage, is accessible to all. Al l pupils will then have the opportunity to encounter more 
demanding matter and the abihty of the very able musician will not be restricted. 
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S C H E M E O F W O R K 1 
FANFARES 
Year group: 7 
Aims: 
• For pupils to encounter a speciflc genre of music. 
• For pupils to develop skills in performing. 
• For pupils to develop skills in Ustening and appraising. 
• For pupils to develop skills in composing. 
• For pupils to develop their imderstanding of word setting. 
• For pupils to develop their understanding of rhythm, melody and harmony. 
• For pupils to develop their understanding of musical structure 
Specific objectives: 
• For pupils to gain knowledge about the purpose of the fanfare. 
• For pupils to gain knowledge of the musical structure of a fanfare. 
• For pupils to create a fanfare in temary form 
• For pupils to gain knowledge of harmony and triads. 
• For pupils to discover the importance of contrast in music. 
Resources: 
• Classroom instruments (percussion/keyboards/their own). 
• Recordings of fanfares. 
• Recording of a pop song comprising verses and choruses. 
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Stage 1 
• Discussion of the purpose and role of a fanfare - i.e. important announcement 
convey a message. 
• Listen to some examples of fanfares and discuss features - i.e. repeated melodies/ 
limited pitches/instrumentation. 
Stage 2 
• Present the fenfares Come to the cook house door... and Lights out... 
• Discuss features - i.e. limited notes/ word setting. 
• Pupils write a "secret message" down and clap the rhythm of the phrase. 
Stage 3 
• Pupils set the rhythm of their message to music using only the notes C,E,&G. 
• Pupils notate this in some form (discussion of various forms may take place). 
• Pupils perform to the class. 
Stage 4 
• Pupils compose a second melody to their secret message using the same notes (but 
reordered). 
• Pupils make a note of their new melody. 
• Pupils perform the second melody to the class. 
Stage 5 
• Pupils arrange their melodies. E.g. melody 1 
melody 2 
melody 1 & 2 
melody 2 
melody 1 
• Pupils perform their arrangement to the class. 
• Class appraise. 
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stage 6 
Pupils given tune to refine their composition so far. 
Stage 7 
• Pupils hsten to pop song and identify that there are different sections. 
• Pupils write down the order of the sections. 
• Pupils discuss the importance of the different sections - i.e. contrast. 
Stage 8 
• Pupils make up new "secret message" 
• Pupils set the new message to music using G,B,& D or F,A, &C. 
• Discuss the significance of the groups of notes 
• Pupils perform to the class. 
Stage 9 
• Pupils create second melody using the new set of notes. 
• Pupils arrange the new melodies. 
• Pupils perform second section to the class. 
• Class appraise. 
Stage 10 
• Pupils take tune to refine second section. 
Stage 11 
• Pupils practice performing Section 1 
Section 2 
Section 1 
• Discussion of this structure - i.e. how returning to section 1 makes the piece sound 
con^lete. 
• Discussion of ternary form 
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Stage 12 
• Pupils perform temary form composition to the class. 
• Class appraise. 
Stage 13 
• Pupils take time to refine composition. 
N.B. During stages 9-13 pupils may wish to develop the skills and knowledge they have 
encountered even fiirther. E.g. Pupils may choose a triad of their own, add a drum beat, 
arrange triads into harmonies for an accompaniment. 
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S C H E M E O F W O R K 2 
J I N G L E S 
Year Group: 8 
Aims: 
For pupils to encounter a specific genre of music. 
For pupils to develop skills in performing. 
For pupils to develop skills in listening and appraising. 
For pupils to develop skills in coiq)osing. 
For pupils to develop understanding of word setting. 
For pupils to develop understanding of rhythm, harmony and melody. 
For pupils to develop understanding of structure. 
Specific Objectives: 
• For pupils to gain knowledge about radio jingles. 
• For pupils to gain knowledge of the musical featwe of radio jingles. 
• For pupils to compose a radio jingle - i.e. a small song. 
Resources: 
• Classroom instruments (keyboards/ percussion/ their own). 
• Recordings of radio jingles. 
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Stage 1 
• Discussion of the piupose of jingles. 
• Listen to some jingles. 
• Discuss the features. 
Stage 2 
• Pupils copy down the word to the Betta Buys Jingle; 
Betta Buys means better buys, Betta Buys is best. 
Lots of bargains on the shelves, better than the rest. 
Books and toys and games and clothes, better than there's been. 
If you want to shop in style, go there to be seen. 
Discuss rhythmic qualities of the words. 
Pupils compose a melody for line 1 of the words using only the notes C,D,E,F,&G. 
PupUs must begin on the note C and end on the note G. 
Pupils notate then- melodies in some form 
Pupils perform to the class. 
Class appraise. 
Stage 3 
• Class repeat the melody from line 1 and use as Une 2, however this time ending on C. 
• Discuss the reasons for this - i.e. repeating music is a way of creating a catchy piece 
of music, ending on C, this time, makes the music sound finished. 
• Students practice performing lines 1 & 2. 
• Perform to the class. 
• Class appraise. 
Stage 4 
• Time allowed for refinement. 
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Stage 5 
• Pupils set line 3 to a contrasting melody, starting and ending on G. 
• Discuss the significance of the choice of notes. 
• Perform to the class. 
• Class appraise. 
Stage 6 
Time allowed for refinement. 
N.B. refinement at this stage may take the form of adding dotted rhythms/ syncopations. 
Stage 7 
• Pupils repeat the melody for line 2 in line 4. 
• Discuss the significance of this. 
• Pupils perform the whole piece to the class. 
• Class appraise. 
Stage 8 
• Time allowed for refinement. 
Stage 9 
Recall triads fi:om year 7. 
Pupils to use these to accompany their jingles. 
Pupils set chords to jingles. 




• Pupils take time to refine. 
N.B. refinement at this stage could be the addition of extra parts/ use of other chords 
con^osmg of 
a new section/ verse. 
Stage 11 
• Pupils perform finished piece. 
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S C H E M E O F W O R K 3 
SONG WRITING 
Year Group: 9 
Aims: 
To develop skills in performing. 
To develop skills in hstening and appraising. 
To develop Skills in corqposing. 
To fiirther enhance skills of word setting. 
To enhance expression through music. 
To enhance use of melody, harmony and rhythm through composing. 
Specific objectives: 
• To compose a song. 
• To encoimter the minor key. 
Resources: 
• Classroom mstruments (keyboards/ percussion/ then own). 
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Stage 1 
• Recall word setting from year 8 and structuring a verse. 
• Pupils write words for a verse and chorus. 
Stage 2 
• Recall the use of chords and introduce to mmor chords. 
• Discuss the significance of the minor key. 
Stage 3 
• Pupils con5)ose melody for verse 1 using f C,D,E,F,&G. 
• Pupils perform to the class. 
• Class appraise. 
Stage 4 
• Pupils refine verse 1. 
Stage 5 
• Pupils harmonise verse 1 using major chords or minor chords depending on the 
mood of their 
words. 
• Pupils perform to the class. 
• Class appraise. 
Stage 6 
• Pupils refine verse. 
Stage 7 
• Pupils compose melody for chorus. 
• Pupils perform to the class. 
• Class appraise. 113 
Stage 8 
• Pupils refine choras. 
Stage 9 
• Pupils hannonise choras. 
• Pupils perform to class. 
• Class appraise. 
Stage 10 
• Pupils refine whole piece. 
N.B. refinement at this stage may be adding extra parts, using both the major and minor 
key, introducing a contrasting, bridge section. 
Stage 11 
• Pupils perform whole piece. 
• Class appraise whole piece. 
Stage 12 
• Pupils refine whole piece. 
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6.4 The scheme for assessing progression in composing at Key Stage 3 
Progression can aheady be seen in composing in the increasing expectations of the 
technical demands in the schemes of work in section 6.3. 
Section 5.2 highhghted the unportance in considering pupil's ability to enhance their 
compositions through refinement and development of ideas. Inq)rovement could be seen 
on three levels; 
I . A con5)osition which incorporates only the material which has been given by the 
teacher. 
n. A conq)osition which has been enhanced through the addition of fiuther harmonic, 
melodic, rhythmic or structural features, 
in. A composition with considerable change or addition of harmonic, melodic, 
rhythmic or structural features. 
Thus, progression in composing at Key Stage 3 can be assessed through two different 
means, one between the three different years iu the Key Stage and the other within each 
task. 
6.5 Possible outcomes from the schemes of work 
A score can be awarded to a pupil judged on the outcome of the conq)osing task vMch 
has been set. The score includes two numbers. The first corresponds to the level of 
expectation of the task. There are three of these one for each of the three year groups. 
The second corresponds to the achievement of the pupil at the conq)letion of every task. 
There are three of these, as indicated above. 
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Thus a pupil in year 7 who composes a ternary form piece which uses only the notes 
suggested by the teacher, with limited arrangement of ideas would score a I,L Pupils 
who developed the suggestions of the teacher to include such features as additional 
harmonies, more complex rhythms or a backing beat may score a I,ii. Pupils who add 
accon^animent, additional melodies, increasingly complex rhythms, extended sections 
of arrangement would score I,iii. 
A pupil in year 8 who conq)oses a radio jingle using only the notes C,D,E,F,&G, the 
chords of C,F,&G and a single rhythm would score n,ii. A pupil who enhanced this by 
including extra notes, syncopated rhythms or harmonies in the melody would score n,ii. 
A pupils who then added counter melodies, extra verses or even a chorus would score 
n,iii. 
In year 9 pupils who produce a song using the prescribed notes and chords and a sinq)le 
rhythm would score III,i. A pupil who added extra notes, syncopation or harmonies or 
more complex rhythms would score in,ii. A pupil who added a bridge section or 
counter melodies or developed fiirther harmonies would score III,iii. This pupil would 
be meeting the criteria in composing which corresponds to the end of key stage 
description. 
6.6 An evaluation of the investigation 
Despite the small size of the sample of informants this thesis has enabled the researcher 
to be made aware of the state of composing in music at Key Stage 3. It is significant that 
it is an area which is m considerable disarray and therefore the findings of this research 
are vital. The researcher has been able to devise part of a curriculum for music at Key 
Stage 3 and a scheme of assessment, based on the information given by the informants, 
which she considers to be effective in the assessment of progress. It is exactly this that 
the informants clauned they needed in order to develop a successfiil curriculum, and for 
those who are ine?q)erienced as con^osers the schemes may be offered as a model. 
116 
Issues have been highhghted where fiuther research is needed, such as continuity 
between Key Stages, effective training for teachers and case studies based upon the 
schemes of work and assessment designed in this thesis to prove their effectiveness. 
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APPENDIX I : An example of a Graphic Score used in New Sounds in Class (Self 
G, 1967) 
No. I 
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APPENDIX EE: The spiral of musical development (Swanwick and Tillman, 1986) 
Music, Mind, and Education 
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APPE^^DIX m: DetaUed provision for Music for Ages 5-14 (DES, 1991) 
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APPENDIX IV: Levels of attainment and statements of attainment for composinp 
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APPEiVDIX V: End of Key Stage Statements for composing in Music aees 5-14 
(DES, 1991) ^ 
Attainment target 2: Composing 
•ami 
Pupils should be able to: 
• investigate, clioose and combine sounds to produce simple compositions; 
• store tJieir music for subsequent recall, using appropriate means to commumcate it to 
otlicrs. 
f fi? Key Stage 2 • devise and develop musical ideas within a simple structure; 
• create and store compositions, demonstrating an understanding of signs, s>inbols and cues. 
• in a group and individually, improvise, compose and arrange in a variety of forms, 
demonstrating an understanding of simple harmony and polyphony; 
• evaluate and revise dieir compositions, and notate diem appropriately for subsequent 
performance. 
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APPENDIX VT: End of Key Stage Statements and Programmes of Study for 
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APPENDIX VH: End of Key Stage Descriptions in Music in the National 
Curriculum (DES, 1995) 
Key Stage 1 
• Attainment Target 1: Performing and Composing 
Pupils sing a variety of songs and play simple pieces and accompaniments with confidence 
and awareness of pulse. They explore, select and order sounds, making compositions that 
have a simple structure and make expressive use of some of the musical elements including 
dynamics and timbre. 
• Attainment Target 2: Listening and Appraising 
Pupils respond to short pieces of music, recognising repetition and changes within the 
musical elements. They listen attentively and describe and compare sounds and pieces of 
music using simple terms. 
Key Stage 2 
• Attainment Target 1: Performing and Composing 
Pupils perform accurately and confidently, making expressive use of the musical elements 
and showing awareness of phrase. They sing songs and rounds that have two parts, and 
maintain independent instrumental lines with awareness of the other performers. They 
select and combine appropriate resources, use musical structures, make expressive use of 
musical elements and achieve a planned effect. They use symbols when performing and 
communicating musical ideas. 
• Attainment Target 2: Listening and Appraising 
Pupils respond to music, identifying changes in character and mood, and recognise how 
musical elements and resources are used to communicate moods and ideas. They evaluate 
their own work, identifying ways in which it can be improved. They begin to recognise how 
music is affected by time and place, including, where appropriate, the intentions of the 
composer(s) and performer(s). They listen with attention to detail and describe and 
compare music from different traditions, using a musical vocabulary. 
Key Stage 3 
• Attainment Target 1: Performing and Composing 
Pupils perform an individual part with confidence and control, and interpret the mood 
or effect of the music. They show awareness of other performers and fit their own part 
within the whole. They develop musical ideas within structures, using different textures, 
including harmony, and exploit the musical elements and a variety of resources. They 
compose music for specific purposes and use notation(s) and, where appropriate, 
information technology, to explore, develop and revise musical ideas. 
• Attainment Target 2: Listening and Appraising 
Pupils respond to music, identifying conventions used within different styles and 
traditions. They analyse changes in character and mood, and evaluate the effect of the 
music. They critically appraise their own work, taking account of their intentions and the 
comments of others. They compare music across time and place recognising those 
characteristics that stay the same and those that change. They use a musical vocabulary 
appropriately. 
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APPENDIX V n i : Programmes of Study in Music in the National Curriculum 
(DES, 1995) 
^ ' ;j Performing and Composing 
4, Pupils should be given 
opportunities to: 
5. Pupils should be taught to: 
a control sounds made by the 
voice and a range of tuned and 
untuned instruments; 
sing songs from memory, developing control of 
breathing, dynamics, rhythm and pitch; 
play simple pieces and accompaniments, and perform 
short musical patterns by ear and from symbols; 
b perform with others, and 
develop awareness of 
audience, venue and occasion; 
c sing unison songs and play pieces, developing 
awareness of other performers; 
d rehearse and share their music making; 
compose in response to a 
variety of stimuli, and explore a 
range of resources, eg voices, 
instruments, sounds from the 
environment; 
e improvise musical patterns, eg invent and change 
patterns whilst playing and singing; 
1 explore, create, select and organise sounds in simple 
structures; 
d communicate musical ideas to 
others; 
g use sounds to create musical effects, eg to suggest a 
machine or a walk through a forest; 
h record their compositions using symbols, where 
appropriate. 
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i p i l # e r f o r m i n. g n d >ao m 
• 4. Pupils should be given 
opportunities to: 
a control sounds made by the 
voice and a range of tuned and 
untuned instruments; 
perform with others, and 
develop awareness of 
audience, venue and occasion; 
compose in response to a 
variety of stimuli, and explore a 
range of resources, eg voices, 
instruments, sounds from the 
environment; 
communicate musical ideas to 
others; 
• 5. Pupils should be taught to: 
a sing songs, developing control of diction and musical 
elements, particularly phrasing, eg giving shape to a 
song by breathing at the end of a phrase; 
b play pieces and accompaniments and perform musical 
• patterns by ear and from notations, eg symbols which 
define musical elements, with increasing dexterity and 
control; 
c sing songs, including songs and rounds in two parts, 
and play pieces which have several parts, developing the 
ability to listen to the other performers; 
d rehearse and present their own projects/performances; 
e improvise rhythmic and melodic ideas, eg add a •• 
percussion part to a song; 
f explore, create, select, combine and organise sounds in 
musical structures, eg using repeated sections or verse 
and chorus; 
g use sounds and structures to achieve an intended 
effect, eg to create a particular atmosphere; 
h refine and record their compositions using notation(s), 
where appropriate. 
130 
Performing and Composing 
4. Pupils should be given 
opportunities to: 
control sounds made by the 
voice and a range of tuned and 
untuned instruments; 
perform with others, and 
develop awareness of 
audience, venue and occasion; 
compose in response to a 
variety of stimuli, and explore a 
range of resources, eg voices, 
instruments, sounds from the 
environment; 
communicate musical ideas to 
others; 
5. Pupils should be taught to: 
a sing and play a variety of music, developing control of 
subtle changes within all elements and the ability to 
interpret the intended effect; 
b sing and play music by ear, from memory and from 
various forms of notation, including conventional staff 
notation and chord symbols; 
c take part in group performances (vocal, instrumental 
and mixed), developing an awareness of style and a 
sense of ensemble; 
d plan, rehearse, direct and present performances; 
e improvise and arrange in a variety of styles; 
f select and combine resources and develop musical ideas 
within musical structures; 
use sounds and conventions to achieve a variety of 
styles and/or an intended effect, eg compose music for a 
special occasion; 
refine and complete compositions using notation(s), 
including conventional staff notation and recording 
equipment, where appropriate. 
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APPENDIX IX: Project 1 in Out of Bounds (Ellis, 1987) 
Patterns 
Aims To generate musical ideas from various types of pattern and also explore the 
connect ion between sound and various types of symbol. 
Equipment Access to art department equipment (sugar paper, coloured pens, pencils. 
etc). Classroom percussion instruments, cassette tape-recorders and (at least) 
one three-speed tape-recorder. 
Structure This course is ideal for first-year pupils during either the first or the second 
term. It lasts for one complete term and is in two sections, so that with 
careful planning the half-term holiday will form a natural break. 
KEY L E S S O N 1 
Bells 
Bells and Morse Code 
The worksheet should be distributed (see pages 15-16) and an explanation of 
the first two sections, 'Bel ls ' and 'Morse Code' , then occupies the lesson. 
The next few weeks' work will be based on these two subjects, the rest of 
the worksheet being dealt with in the second Key lesson. It is worth reading 
the text of the worksheet aloud to the class, even though they will all have a 
copy! Then the sequence of events for 'Bells' can be explored in more detail, 
as follows: 
Practical work 
Divide the whole class into four groups and place these towards the four 
corners of the music room. E a c h group should have a number: 1, 2, 3, 4. 
Starting with the first column of numbers on the worksheet, each group 
chants its number out loud in the printed sequence. It is helpful at this stage 
to point to the group whose turn it is to say its number. Initially this will be 
quite slow, but gradually greater speed can be attained, and it might 
eventually be possible to stop 'conducting' the exercise. 
When the class can manage the first stage reasonably well each group 
should decide on one vocal sound to make in place of saying its number. If 
such sounds are comical, so much the better. An accurate, fairly quick 
performance of one of the printed columns from the worksheet should then 
be worked at—this may take some time! 
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Have a selection of different classroom percussion instruments available. 
Make one sound on each and get, through discussion, ideas from the class 
as to how it can be represented as a shape and a colour. For example, a 
fairly loud bang on a bass drum is a dark and heavy sound. To represent thi: 
on paper a dark co lour—brown or black perhaps — can be used, perhaps in 
a raggedly circular shape. 
A triangle, however, is a bright sound, much more delicate and quiet. A 
triangular shape indicating the natural decay of the sound and a bright but 
delicate colour, yellow or pink perhaps, can be used to represent this sound. 
Glockenspiels, xylophones, claves. maracas, recorders, melodicas, 
tambourines, etc., can be similarly discussed and some examples shown to 
the whole class. This is particularly effective if shapes are drawn in colour 
using an overhead projector. Following this, groups can draw quite intereslin 
'sound scores' which can be played using the instruments specified. These 
can also serve as colourful decoration for the music-room walls (as on page 
14). 
Groups wishing to work at this area of the worksheet for the next lew weeks 
would then: 
1 Make up their own sequence of numbers (having used that on the 
worksheet for practice purposes) or find a sequence used by bell-ringers. : 
is worth stressing that a sequence using more than numbers 1-6 can 
become too complex for pupils of this age to handle. 
2 Having practised their own number sequence, each person in the group 
saying the correct number in turn, instruments should then be chosen, om 
for each number in the sequence. The group should then practise 
performing their number sequence until an accurate performance can be 
given. 
3 An accurate score should then be prepared by the group on large 
paper—sugar paper and felt-tip pens are ideal for this. As each number 
has become an instrumental sound, and each instrumental sound can be 
represented as a shape with its own colour, very attractive and decorative 
scores can be produced. 
The final stage is a performance of the piece to the rest of the class, 




Morse code Tfie other piece which can be worked is based on morse code. It Is likely that 
the 'Bel ls ' explanation will take at least one full lesson, so that 'Morse Code' 
may well have to be explained in the following lesson. 
Practical work 
It is, again, worth reading the text of this section of the worksheet to the whole 
class first. Having done this, the explanation can take the following form: 
Explain that a dot is a short sound and a dash a long sound. (This may seem 
obvious, but it is surprising how necessary such explanations seem to be!) It 
is then worth demonstrating how to make short sounds on naturally 
sustaining percussion instruments like glockenspiels, cymbals, triangles, etc., 
and also how to make non-sustaining percussion instruments like drums, 
xylophones, claves, etc., produce continuous sounds by means of tremolo. 
Only two symbols are used in morse code: a dot (•) and a dash ( - ) . 
Therefore, any group attempting this starting point should choose up to four 
different instruments and decide on four different colours. (This exercise 
tends to be too complex if more than four are used.) 
A short phrase should be chosen and converted into morse code. Again It is 
worth doing this on an overhead projector so that the class can see how it is 
done. It is then possible, using different colours, to show how simple canons 
are possible; how to write retrograde versions; how to split the parts up 
between the sequence of dots and dashes; and so on. If two or three 
different parts are written up fairly quickly the class can be divided into the 
appropriate number of groups and some attempts at performance made. If 
the 'text' is amusing — 'I hate school ' is quite a popular choice! —a useful 
enthusiasm for accurate performance can be created. 
Having had both 'Bells' and 'Morse Code' carefully explained to them, 
each group will be in a position to choose which of these areas they will 
work. Whichever area they choose, each group, at the time of performance, 
will play their piece and also have an accurate score. If performances are 
t imed tor half-term the second key lesson can provide the first lesson after 
the holiday. 
The Lazy Do^ 
i • 







Bell-ringers use patterns of numbers when ringing quite complicated changes. Here is 
a simple pattern using only four numbers: 
1234 1324 4321 
2341 4132 1432 
3412 2413 2143 
4123 3241 3214 
1432 1423 4123 
4321 4231 3412 
3214 2413 2341 
2143 3142 1234 
By substituting a musical sound for each number quite interesting patterns can be 
constructed. Make up a number pattern of your own , or find a sequence used by 
bell-ringers. Construct a piece of music based on your pattern and then write this 
down again using appropriate shapes and colours instead of numbers to show which 
instruments are playing. 
Morse code 
Morse code was invented by S. F. D. Morse (1791-1872) and is a system of 
signalling by a code in which each letter of the alphabet is represented by a 
combination of dots and dashes. See if you can use this system to invent interesting 
patterns (messages) and perform them as pieces of music. Write down your piece 
using colour to distinguish between the different instruments you use. 
A • - J • - - S full stop • • • • • • 7 
B - • • K - • - T - comma — • • - - 8 
C - • - L • - • U • • - 1 9 
D - • • M - - V • • • 2 • • - - 0 
E • N - • W • - - 3 • • • -
F • • - 0 - - - X - • • 4 . . . . 
G - - • P • - - Y - . - 5 • • • • 
H • - • 
[ • • 
Q - - • 
R • - • 
Z - - • 6 - • • • 
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Constellations 
For centuries man has recognized patterns of stars in the sky. Some of these star 
patterns are better known than others, the signs of the zodiac being perhaps the most 
familiar: 
Cancer (the crab) 
Leo (the hon) 
Virgo (the virgin) 
Libra (the scales) 
Scorpio (the scorpion) 
Sagittarius (the archer) 
Capricorniis (the goat) 
Aquarius (the water-carrier) 
Pisces (the fish) 
Aries (the ram) 
Gemini (the twins) 
Taurus (the bull) 
Other well-known constellations include the Plough, Pegasus, 'Orion and Hercules. 
Choose at least one constellation and find out as much as you can about it. Draw 
the shape of the stars and the animal or other being associated with it. 
C locks 
A larm; church; grandfather; Big Ben; chimes; pendulum . . . 
C locks make regular patterns of sound, move in regular ways at constant speeds . . . 
T a k e the idea of C L O C K S and use it in any way you can to produce a piece of 
music (and niimc if you wish). 
Machines 
T a k e a cassette tape-recorder and record as many mechanical sounds as you can from 
the environment: cars, lorries, ccment-mi.xcrs, c locks, typewriters, washing machines, 
lathes, dril ls, ajid so on. 
Having recorded many different patterns of sound, construct a piece of music on 
tape using different speeds to make different effects. 
Games 
• Bring in a pack of playing-cards. Select a suitable number of cards from the pack. 
Decide what each suit is to mean, and also what the numbers represent. (Hearts 
could be xylophone, spades drums; high numbers could mean loud sounds, low 
numbers soft; the number could mean how many sounds arc to be made, or 
whereabouts in the room sounds should be made; etc.) 
Experiment with different ideas and try to make up a game which can be played 
with about four people using four different instruments. 
Invent a musical game of your own. Th is could .consist of designing a pack of 
'musical ' cards with rules, or you may invent a 'board' game using snakes and • 
ladders, ludo, etc. , as a model. Design and make your game. Write out the rules so 
that others can play too. 
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KEY L E S S O N 2 Constellations, clocks, machines 
and games 
The second part of this course allows far greater freedom of choice, and this 
Key lesson is taken up with a description of how the remaining starting-points 
from the worksheet can be used. 
Constellations Many pupils will be familiar with their own star signs as a large proportion will 
regularly read their horoscope in magazines or newspapers. The school 
library will have books which contain the pattern of stars which represents 
each star sign, and some discussion of the supposed characteristics of 
people with a certain star sign can be useful. 
.......*-.•. '- V . • 
- . .^.;;;7^.;:;V>ii^t:j^ii-.ir;. i 
•cr.^ .. ,.v-ij> \^.... • • ••' 
Practical work 
There are several ways of using this information to generate musical ideas: 
A score can be produced consisting of a number of star patterns drawn on 
paper in different colours. Each colour represents a different instrument. The 
group has to make decisions concerning speed, dynamics, pitch, etc., in 
order to devise the most effective performance. 
The different characteristics of various people born under different star 
s igns—thought fu l , lively, unstable, e tc .—can become a feature of the music. 
A group could thus produce a small suite of movements representing their 
own star signs. 
The animals or other beings with which the star signs are associated can act 
as a focus for different pieces. Thus music for LEO would be strong and 
majestic, whereas that for PISCES would be more gentle and wavy. 
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Music-theatre can become an extra form of expression, particularly in (b) and 
(c), with groups making costumes to personify the characteristics being 
explored in the music. Mimes and dance can thus be developed to 
accompany the music. 
Clocks Regular rhythms and ostinato figures tend lo feature strongly in pieces 
constructed on this theme. Many imitations of musical c locks—different 
chimes for the quarter, half, three-quarter, and hour—are possible, some 
using percussion instruments, others using voices. Pupils can usefully be 
directed to think about structure in this piece, rondo being a suitable form for 
the repetition which is present in chiming clocks. The 'Viennese Musical 
Clock' from Kodaly's Hary Janos is a clear example of such a structure. 
Groups working the theme using only voices may find part of Patterson's 
Time Piece quite stimulating. 
Practical work 
This particular area is excellent for some sort of music-theatre. Because of 
the mechanical regularity of clocks very successful mimes can be constructec 
to accompany such work. Some groups using only voices may perform the 
piece in music and movement, the different members of the group becoming 
different parts of the clock. The piece may start with the clock being wound 
up, running for a while and chiming occasionally, then gradually running 
down and gr inding to a halt. This gives a most effective structure to the 
music, resembling an arch form. 
Some groups who use instruments for their music may care to make a tapt 
of their performance and produce a mime to go with the tape, or to combine 
some additional sounds performed live with the tape. Such pieces often begii 
as above, with the clock being wound up, running and chiming normally for e 
t ime, but gradual ly going wrong and ending with a violent explosion and the 
different parts of the clock being scattered far and wide. Again, this provides • 
a very satisfactory structure in purely musical terms. 
Machines Practical work 
This is technically the most complex of all the pieces of the P A T T E R N S 
course and it demands a great deal of time and commitment from any group 
which chooses to work it. They have to be willing to put in extra work, 
outside class time, in order to complete it (generally), and so I tended to limi 
this piece to one group in any class. The piece is in three stages: 
a Using a portable cassette recorder (with batteries and built-in microphone), 
the group visits various locations around the school and records mechanical 
sounds—woodwork/metalwork areas, typing room, domestic science, etc. If 
possible, a visit to a nearby railway station or bus park can also be fruitful. 
These sounds are then transferred to reel-to-reel tape, being recorded at the 
'middle' speed. ('Slow', 'middle', and 'fast' in this context refer to tape 
speeds 4.8, 9.5, and 19 cms per second, respectively.) 
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Three columns are drawn on paper. These are labelled either 'slow', 'middle', 
or 'fast'. With the tape counter set at zero, the tape is first of all played back 
at the middle speed. In the column labelled 'middle' each sound should be 
listed, together with its position on tape —i .e . the number on the tape counter 
when the sound begins. Having worked the complete tape in this way it 
should then be rewound and the procedure repeated for the other two 
speeds. When playing back the tape at 'slow' or 'fast', the effect of the 
speed change should be noted: some will be very interesting: others less so. 
A selection of all the available sounds has to be made. Some will no doubt 
be at the original speed, but many will be at either the 'slow' or the 'fast' 
speed. Having chosen the most interesting and effective sounds, these have 
then to be placed in a satisfactory order. (Contrasts of speed, pitch, dynamic, 
etc., are important considerations at this stage.) 
Once an order is decided, the relevant sounds may be re-recorded on to 
another cassette. The cassette can be stopped after each sound while the 
next sound is found and the appropriate speed selected. Interesting results 
can be achieved when the final cassette is replayed. Although the quality will 
not be of a high standard, it represents a considerable achievement for first-
year pupils who are unlikely to have used such equipment in this way before. 
Groups who have completed this piece may be interested in hearing some 
'electronic' music. Part of Subotnik's Silver Apples of the Moon is very 
accessible to pupils of this age, particularly the first few minutes of side two. 
Games Practical work 
This section is in two parts: 
The instructions on the worksheet should be clear enough for groups to 
proceed. The use of playing cards is only to give groups an idea of some of 
the possibilit ies, and it is best to spend only a short time trying out ideas in 
this section. 
Ideas for board games can be taken from snakes and ladders, ludo, cluedo, 
etc. From them, quite complex musical games can be devised. Groups have 
to produce their own board, any cards and counters which may be 
necessary, and also a set of rules. This area in particular seems to capture 
the interest, and usually many very interesting games are produced. 
V i r : i 
m 
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A follow-up 10 this assignment could be ihe iniroduction o( David Bedford's 
two 'game' p ieces , either for the group to try out. or for the whole c l a s s to 
use —after the completion of Ihe course . T h e s e are An Exciting Came lor 
Children of All Ages and Fun lor All ttie Family. Occasional ly a group wilf 
devise a game piece which the whole c l a s s can play, and this can be a most 
success fu l way of ending the term! 
Other starting points 
The list of possible starling points on the worksheet can easily be extended, 
and some groups may have other ideas for developing p ieces out of the idea 
of P A T T E R N S (using patterned material or wallpaper as musical scores and 
then designing their own wallpaper for decorative and performance purposes, 
lor example) . However, the second Key lesson should give enough variety of 
starting points for every group to be able to find something of interest to work 
at for the remainder of Ihe term. 
Results 
It is unlikely that any group would complete more than one piece in the 
second hall of the term, but at the end of this course e a c h group should 
have produced two p ieces , each with an accurate accompanying score (apart 
Irom the 'Mach ines ' group), and s u c h p ieces can ol course be perlormed by 
other c l a s s e s and groups. 
Resources 
Kodaly: Hary Janos 
Patterson: Time Piece 
Subotnik: Silver Apples ol Ihe Moon 
Other music for performance 
Bedlord: An Exciting Game lor Children ol All Ages Universal Edition 
Bedford: Fun for All ihe Family Universal Edition 
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APPENDIX X: The levels of achievement in Exemplification of Standards. Music-
Key Stage 3 (SCAA, 1996) 
The f o l l o w i n g descr ipt ions describe the types and range of performance that the 
ma jo r i t y of pupi ls shou ld character ist ical ly demonstrate by the end of the key stage, 
hav ing been taught the relevant p rog ramme of study. The descript ions are designed to 
he lp teachers judge the e.xtent to w h i c h thei r pup i ls ' a t ta inment relates to this 
e.xpectation. The e.xpectations ma tch the level of demand in other subjects and are 
broad ly equiva lent to Level 2 at Key Stage 1, Level 4 at Key Stage 2 and Levels 5/6 at Key 
Stage 3. M Key Stage 3, add i t i ona l descr ipt ions are prov ided to help teachers 
d i f ferent ia te e.xccptional per formance. 
Key Stage 3 
B Attainment Target 1: Performing and Composing 
Pupils per fo rm an i nd i v i dua l part w i t h conf idence and con t ro l , and interpret the mood 
or effect o f the music. They show awareness of other performers and tit their o w n part 
w i t h i n the who le . They develop musical ideas w i t h i n structures, using d i f ferent 
te.xtures, i n c l u d i n g h a r m o n y , and exp lo i t the musical elements and a variety of 
resources. They compose music for specific purposes and use notat ion(s) and , where 
appropr iate, i n f o r m a t i o n technology, to explore, develop and revise musical ideas. 
• Attainment Target 2: Listening and Appraising 
Pupils respoi id to music, i den t i f y i ng conven t ions used w i t h i n d i f ferent styles and 
t rad i t ions. They analyse changes in character and m o o d , and evaluate the effect o f the 
music. They cr i t ica l ly apjiraisc thei r o w n work , tak ing account of their in ten t ions and 
the commen ts of others. They compare music across t ime and place recognising those 
characteristics that stay the same and those that change. They use a musical vocabulary 
appropr ia te ly . 
Exceptional Performance 
• Attainment Target 1: Performing and Composing 
Pupils perform with confidence, control and an awareness of style, making expressive 
use of phrasing and subtle changes within the musical elements. They direct others in 
group performances and perform a solo part in a group, demonstrating a sense of 
ensemble and recognising when to take the lead and when to support others. They 
develop musical ideas, exploring structures and exploiting a range of resources and 
conventions. They refine and complete compositions using appropriate notations, and 
define and fulfil their intentions. 
D Attainment Target 2: Listening and Appraising 
Pupils identify resources and conventions used in different times and places. They 
evaluate different interpretations and versions of musical works and critically appraise 
and improve their own work. They identify continuity and change within a range of 
musical traditions ftom different times and cultures, making connections between the 
music and its historical, social and cultural context. They use an accurate and extensive 
musical vocabularv. 
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Appendix XI: The Schedule for the interview 





Is either one of performing, appraising or composing of more value than the other? 
How much time do you allocate to composing throughout Key Stage 3? 
Is there enough tune for con:q)osing? 
How^  do the three areas, composiag Ustening and performing interrelate? 
TOPIC: Reasons for including composing 
1. Others have said that composing is a vehicle for self e?q)ression, creativity, 
appraisal, analysis, developing a technique, which of these are in:q)ortant to you? 





What are the important methods? 
Are pupils given freedom to "explore" from a generic cell or a 
"stimulus" as suggested by the National Curriculum? 
Do the children compose by means of arrangement? 
Is the mastering of some form of notational skill inqjortant? 
Is proficiency on an instrument in:q)ortant? 
Which of the above are teacheable? 
How do you recognise achievement in your own lessons/ in the above? (refer to 
NC/P&A) 
TOPIC: Evidence of progression that arises form the method/s? 
1. Is it easy to measure progress? 
2. How do you measure progress? 
3. How helpfiil is the National Cimicultmi or the SCAA Exemplification of Standards 
in music for guidance for assessing con:q)osition? 




Through what methods do you teach composing at G.C.S.E? 





Do you borrow from your own school/ university ejq)eriences? 
Have any theorists such as Paynter, Swanwick, Salaman influenced you? 
What background do you have as a composer? 
TOPIC: Material available to teachers 
1. Do you draw upon published material such as Music matters. Out of Bounds! 
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2. Is it successfiil? 
3. What would you like to be made available to you for curriculum guidance? 
TOPIC: Other 
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Appendix X I I : The transcripts from the interviews 
Interview 1. Pilot interview with Mr . Ash 
CB: Tell me about the priority that 
you give to composing. 
Ash: Well it's fimdamental, it's 
written in the National Curriciilum as 
being of equal inq)ortance to 
Ustening and performing. I myself composing 
tend to rate it as high as anything important 
else, i f not more so. 
CB: Does that mean that you award 
more time to composing? 
Ash: I would try, but trathfiilly time problem 
speaking it's not always possible. 
CB: Do the three areas interrelate? 
Ash: The cmriculum that I use tends interrelation 
to integrate the 
145 
various elements performing, 
listening and composing. 
CB: Tell me about your 
reasons for including 
composing. 
Ash: It's the ultimate creative creativity 
act in music, the starting point 
of everything. The benefits of 
conq)osing far outweigh 
anything else. You don't have 
to be technically and classically 
trained to conq)ose. It's the 
same parallel in art. You don't technique not 
have to be a trained painter in important 
order to paint. I beUeve it's 
exactly the same in conq)osing. 
CB: Tell me about you 
methods for teaching 
composing. 
Ash: I've always put the 
creative act before the theory. 
Composing is 
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the starting point and the 
starting point in terms of theory 
is dictated by the needs of the 
pupil and their approach to the 
creative act will throw up 
various questions that they need 
to answer. I t is at that point that 
I make the professional decision 
whether to give them the 
appropriate background to help 
them explore the material. 
CB: Is the mastery of some form of 
notational skill in^ortant? 
Ash: There is a certain amoimt of 
inq)ortance. From a practical point notation important 
of view they've got to be able to 
remember what they've done fi-om 
lesson to lesson. I f we're talking traditional notation 
about traditional unimportant 
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notation L don't see it as that 
io^ortant. In fact I don't see it as 
being fundamental. 
CB: What about other forms of 
notation? 
Ash: I think the children have got 
to recognise for themselves that 
their creative acts have got to be 
recorded and i f they want someone 
else to participate in the 
performance there's got to be some 
way of transmitting their ideas to 
other people. But I think They've 
got to come to that themselves 
and, therefore, it comes down to 
the fact of how I introduce the 
various forms. I 'm not one of these 
impersonates a hippie that beheves 'let's discover some 
way of transmitting ideas" is the 
answer to everything. But it is all 
about self awareness and 
communication. 
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CB: How do you recognise 
achievement? 
Ash: The fifty six million dollar achievement 
question. It has to be in the process difficult to 
of problem solving and coming to recognise 
solutions to problems, of e?q)loring 
and developing ideas. Then there's 
got to be a certain end product. I 
tend to lean more on the 
achievements inherent in the 
process which for everybody is subjectivity 
going to be different. 
CB: Describe the methods through 
which you teach composing at 
GCSE. 
Ash: The ways in which I teach 
composing at GCSE are changing. I 
don't tbinV so far I've found an 
effective way. The new syllabus 
has moved towards teacher 
direction, so yeas I teach 
composing differently at Key Stage 
4. The new GCSE syllabus talks 
about briefs and it's much more 
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focused now so I think that my 
teaching is going to have to be more 
focused. More of a grip on 
conventions. I think, also, i f we're conventions at 
preparing pupils for A level then GCSE 
we've got to handle this idea of 
conventions. It's a balancing act. I 
wouldn't want to go back to pencil 
and paper exercises. Again it's a 
question of making a professional 
judgement of what information to 
feed them and when. Unfortunately 
this means that each pupil is going 
to have to have a tutorial session. 
CB: DO you find it easy to measure 
progression at Key Stage 3? 
Ash: It's difficult because what 
progression is in 
creativity 
you're trying to measure is the 
development of someone's 
creativity. You can look at a child difficult to assess 
in year 7 and again in Year 8 and 
nine and see that their conq)ositions 
are more sophisticated. They should 
be drawing upon past experiences 
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all the while. But I find the actual 
progression difficult to define. 
CB: Is it easier to assess 
progression at GCSE? 
Ash: It's no easier only in the sense 
that the type of pupils that you have 
at GCSE have probably got more 
inherent skills by then, as they've 
chosen the subject and then their 
compositions will have more 
sophistication and I suppose it's 
easier to see that develop. You're different calibre of 
dealing with things at a more student at GCSE 
advanced level. 
CB: How helpfiil is SCAA or the 
National Cmriculum? 
Ash: I 'm not convinced that SCAA 
have got it right. But that's because SCAA of little use 
of the subjectivity involved in 
conqtosing. 
CB: Is there anything that you 
would like to be made available to 
you for guidance? 
Ash: More recordings of pupils' 
work where you can see how each 
151 
child has progressed. 
CB: Do you borrow fi-om your own 
e?q)eriences? 
Ash: Yes, or I wouldn't be able to 
teach it. I was very fortunate to go 
to a university where they've got 
quite a modern view on composer 
composition. Also my first boss 
was a Paynter man. 
CB: Have you used any published 
material as a curriculum aid? 
Ash: Music Matters, some of which 
is o.k. but other bits are rubbish. 
CB: Is there anything else that you 
would Uke to be made available to 
you? 
Ash: Everything has to be tailored 
towards your pupils' needs so the 
stuff coming fi-om university 
lecturers in their nice cosy offices is 
no good. 
CB: Is there anything else you 




Sigh, pause of some 
length 
Pause 
Time is a problem 
Interview 2 with Mr . Cook 
CB: Tell me about the priority that you give to 
con^osing within your curriculxmL Important 
Cook: Every unit that I teach at Key Stage 3 
has a cort^osing task as part of it. It's very 
in^ortant. 
CB: How do you divide the time between 
composing, listening and performing? 
Cook: I tend to do more corrq)osing. The 
Ustening comes at the beginning of the project 
and then the main aim is to coiiq)ose a piece of 
music based upon the original stimulus, so 
most of the project is the composing part. 
CB: Do you have enough time for your 
con:q)osing tasks? 
Cook: Mostly. It's sometimes a struggle with 
the less able pupils who very often don't finish. 
CB: Do composing, performing and Ustening 
interrelate? 
Cook: Yes, although time is a problem. The 
listening bit is usually just at the begmning and 
the end, when they listen to each other. 
For performing obviously the perform their 
compositions. 
CB: Do you ever isolate the three areas? 
Cook: Not usually. Most kids can find their 
way around the keyboard and shake or hit 
something. I do make sure that they 
understand how to read or write a score. 
CB: Tell me your reasons for including 
composing. 
Cook: IVe not actually thought about that, 
except I don't see any reason why not, apart 
firom the fact we have to do it. 
In my curriculum it tends to be the 
culmination of all that the kids have learnt 
about the particular style of music. I f we've 
done a project on the ground bass then it's 
a test of whether they've understood what a 
ground bass is. It's a craft I suppose. 
CB: Tell me about your methods for teaching 
composing. 
Cook: I use a variety. In year seven it's mostly 
based around using sounds. By the end of year 
seven the kids should be able to understand 
staff notation and what a scale is so they can 
corr^ose a melody using that scale. In years 
eight and nine they're doing blues or ostinatos. 
and chord sequences. 153 
Notation issue 
Composing is a 
test of knowledge 
Pause CB: So would you say that in years 8 
and 9 the con^ositional tasks are more 
arrangement based? 
Cook: Yes I suppose they are. 
CB: Is it easy to recognise achievement 
in con5)osing. 
Cook: I think so. 
CB: How do you recognise 
achievement ia composing? 
Cook: I consider whether theyVe Assessment through 
written the composition down correctly rudiments 
and how well theyVe performed it and 
whether they're pleased with it. 
CB: How do you recognise progress in 
con:q)Osing? 
Cook: I suppose it's whether what 
I 'm giving them to do is more 
challenging that the last thing. 
CB: How do you make them more 
challenging? 
Cook: Emnm Like in year nine we use 
chords which the haven't come across 
before and things Uke that. Corq)osing 
a canon theyVe got to think about 
harmonies that go together. 
CB: How do you make them more 
challenging in year seven. 
Cook: I don't suppose the year seven 
stuff is very challenging, it's a way of 
giving them things to think about...the 
elements of music and so on. 
CB: Does the National Curriculum 
provide any guidance for you in 
assessing progress? 
Cook: None whatever. NC no use 
CB: How about the SCAA 
exen^lification of Standards? 
Cook: Very interesting to look at but SCAA little use 
I think the examples are all taken 
from very middle class kids who are 
all musical geniuses and dead easy to 
teach. It's all too hard for our kids. Td 
like to see what goes on in a school like 
ours and how well the kids are doing 
their. 
CB: Tell me about your methods for 
teaching composing at GCSE. 
Cook: They're the same really except 
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some conq)ose quite classical pieces and 
others prefer Oasis pastiche! 
CB: How do you recognise achievement 
in composing dming the GCSE couse? 
Cook: I have to look at harmony 
structure and technical difficulty...whether 
a piece of music makes sense. 
CB: How do they progress? 
Cook: Again I think it's how difficult the 
things are that I ask them to do, a theme 
and variations take longer and requires 
more knowledge than a short piece in 
binary form does. 
CB: Tell me about anything that 
influences your ideas for teaching 
coToposmg. 
Cook: Not very much. It's all mostly my 
own ideas. I speciaUsed in composing at 
imiversity but a teacher training college I 
didn't think much at all of what the tutor 
was telling us to do. 
CB: What was that? 
Cook: Oh, messing about on xylophnes 
using thirds and sixths and stuff like that. 
CB: Do you use any pubUshed material at 
all for teaching con^osing? 
Cook: I use Music Matters alot, but adapt 
it. 
CB: Is there anything else that you'd hke 
to be made available to you for lesson 
ideas. 
Cook: No. 
CB: Is there anything else you could tell 
me about composing at Key Stage 3? 
Cook: What did surprise me when I went 
on a couse a while back was how many 
different ideas and things you could get 
the kids to do. It's a really diverse subject. 
Rudiments at GCSE 
Composer 




Value of creativity 
Interview 3 with Mrs North 
CB: Tell me about the priority you give 
to composing in your curriculum. 
North: It's very important because it's 
creative and the mind is developed 
through creativity and music In my 
opinion it has lagged behind very much 
when you think of the other arts, 
painting, english composition, nobody 
until recently actually thought about 
composing in schools and I don't think 
that people outside of school are 
encouraged to compose, therefore it's a 
means of learning about a subject but 
we're also there to use that subject to 
develop it in our own way. 
CB: To what extent does it interrelate 
with performing and listening? 
North: It's a difficult one that because it 
needs to link and it's got to be balanced. One third of time 
It's got to take a third of the time. 
CB: Do you think it's important that 
children have some instrumental ability 
in order to compose? 
North: Yes definitely. 
CB: You mentioned before that 
composing was a vehicle for creativity, 
others had said it's a means for self 
expression, analysis, developing a craft, 




North: I think self expression is very Self expression 
important and developing a craft. Above all ^"^Portant 
it's a means of personal communication 
and in any of the arts I think that's very 
important. There never used to be enough 
of that in music years ago. Yes... I think it's 
about developing a craft to communicate. 
CB: Tell me about your methods for 
teaching composing. 
North: I think in the first instance 
theoretically based. You've got to have Theoretical 
something before you start. I haven't knowledge 
important 
always agreed with "the sound before the 
sign", well I agree with the philosophy but 
I don't always think it's possible. I've taught 
in three different schools. In the first two 
schools I used to let the pupils compose at 
their own free will . I explained how to use 
chords on the guitar and some of them 
came up with their own pop songs. At my 
third school, where I teach now there had 
been alot of composing going on before I 
got there mostly in the sixth form. I wanted 
to excite the pupils about it lower down the 
school. I get the pupils to use chords, 
improvise from them and write them down. 




I use alot of graphic notation aswell. I 
was greatly influenced by a superb book 
that came out in the seventies by a man Use of Graphic 
named Brian Dennis. I adapted alot of notation 
the ideas in the book and still use some 
of them now. I start with graphic 
notation and then develop it through to 
staff notation. 
CB: Tell me a little bit more about your 
schemes of work that use graphic 
notation. 
North: I work with sounds. First of all 
they record sounds and eventually they 
make their own sounds up. You have to 
let the children explore for themselves, 
they've got to be told a certain amount 
but you have to let them be free to 
discover for themselves. 
CB: How do you measure progression 
with this type of task? 
North: I find that difficult really because 
there's alot of argument saying that 
graphic notation, it's great, it's wizz, but 
it comes to a stop. Also i f children want 
to continue with music after school then ^'''Sress difficult to 
assess 
they need to know more than graphic 
notation, they need to understand staff 
notation. 
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I find it so difficult, and I haven't really 
thought about it, although I should. It's got 
to be a mixture of using graphic notation and 
staff notation and using a greater complexity 
of sounds but to make sure that it's not 
something that's more difficult for it's own 
sake. The determining of what is good and 
what isn't good is rather difficult and what 
exactly do we mean by progression? 
Are you learning more? I know what the 
National Curriculum says, but I'm not so 
sure it applies. Years ago you just did the 
lessons and didn't think about it, noone was 
accountable and you just enjoyed 
composing. 
CB: Where could you measure progression? development 
North: I think you can measure it in 
theoretical aspects. I think we should go 
back to that really. You have to do it at 
G.C.S.E anyway. We could be doing more 
of the work of Orff I know this went out of 
fashion, but only because it cost so much to 
send people on all the training courses. 
CB: Do you think that going back to the 
technicalities would make it accessible to 
all? 
North: It might well make it more difficult 
for the less able. But in other technical 




It has put people off music. In my 
schemes of work I do think alot 
about what put me off at school. I 
haven't had any real training as a 
composer which is why I felt it was 
a breath of fresh air when it was 
introduced into the classroom. I did 
find things like Tonic Sol Fah really 
boring at school. 
There has to be a balance between 
the two I think. Graphic scores is a 
way of capturing their imaginations 
and making it ftin. 
CB: Has anything else influenced 
you other than Dennis and Orff? 
North: No not really. I've been on 
some Inset training days but most of 
what we were informed about had 
come from the Dennis book in some 
form or other. 
CB: Is there anything else you can 
tell me about? 
North: There's an interesting book 
about the composer Faure and it has 
a section about a piece that Faure 
wrote for the violin and it has a 
picture of the score, it's a graphic 





Interview 4 with Mr. Higgs 
CB: Tell me about the priority that 
you give composing at Key Stage 
3. 
Higgs: I suppose I give it a high 
level of priority. It's dead 
important that the kids do it. 
CB: How would you rank it's 
importance against performing and 
listening? 
Higgs: Probably equally although 
I'd like to give it more time so that 
thing get finished of f Sometimes 
the real drongos in the class don't 
get any where near finished. 
CB: How do the three components 
interrelate? 
Higgs: Well the performing and 
composing go together really as we 
ask the kids to perform their 
compositions to the class. I'll tell 
you what I do find though, and 
that's that a lot of the kids find it 
dead hard to perform sometimes. 
You know, I've got some of the 
most difficult kids in the school 
who haven't got a clue so their 
rubbish when it comes to 




CB: Do you think that it's 
important for the pupils to be able 
to play an instrument in order for 
them to use it to compose? 
Higgs: Yes it is but there's not 
enough time so they just have to 
make do with what they can do. 
You know it's really difficult that 
after having two fifty minute 
lessons in year seven a week they 
then go on to one fifty minute 
lesson a week in year eight. lack of time 
There's just not enough time. By 
the time you've got stuff out and 
shouted a few times it's time to 
pack away. Also we have a rolling 
PSE program so that takes time off 
the subject as well as things like 
closures for INSET Days and 
things. I feel like I'm going 
Gestures with arms backwards sometimes. 
CB: Why is it important to include 
composing? 
Higgs: It's an important that kids 
create things. I mean it's good for creativity 
them to have new ideas and share 
others ideas. You know, it's part of 
growing up that they discover more 
things. 
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Also it's important that they 
develop musically and develop 
ideas and styles. It's really 
interesting the different styles they 
have you know that some write 
almost like pop ballads and a lot 
Pause just want to thump the drums... I 
suppose that's their age. 
CB: Would you say it's a vehicle 
for self expression? 
Higgs: Yes it's important that they 
put their thoughts into music, it's 
all a part of growing up. A lot 
depends on what mood they're in 
as well. I f their in a bad mood then social development 
they often make really loud 
thumpy music. I've found that 
some of the real good musicians 
can put their character into their 
music as well, it's the clever dream 
pupils that compose the pop 
ballads. 
CB: What about composing as a 
means of appraisal or analysis? 
Higgs: I haven't really thought of 
that. But we always discuss each 
others at the end of a project. 
CB: Tell me about you methods 
for teaching composing. 
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Higgs: Well in year seven we start 
off with the elements of music and 
looking at what they are and how 
they can be used. We do a lot of 
listening then and some playing 
about on instruments like 
xylophones and things. They 
really enjoy that and it's a way 
for the whole class, who are new, 
to get to know each other. I get 
them to compose music based on 
creating atmosphere. I do give them 
a structure though, it has to be ABA 
in this instance. We also talk about 
how they organise themselves and a 
piece of music. It's really 
experimental here. We then go on to 
ostinato and more structure... we 
come back to binary form and 
ternary form a lot in year 7. We do a 
lot of rhythm work as well as I find 
it dead inftiriating when they're not 
used to playing in time so we do 
some rhythm games and things. rudiments 
We then move on to staff notation 
later on in the year and use it in a 
project based on the pentatonic 
scale. I think that by bringing this in 
164 
here then they've only got five 
notes to worry about, they're not 
overloaded. Then we go on to do 
ritomello and developing a four 
line melody. We do some 
improvising around the pentatonic 
scale you know so that they can 
get to understand the length of 
phrases and what a minim and a 
crotchet is. So I suppose we do 
structures. It is a real nightmare 
though sometimes when we're 
doing the four line melody thing 
as they come out with some 
outrageous things like twenty 
beats in a bar. A lot of them less able struggle 
struggle with this although they do 
improve slightly as they get older. 
They can't always play the tunes 
that they compose either. 
CB: What about the top end of the 
group? 
Higgs: They'll often go on to using 
chords or performing to a beat on 
the keyboard. There's not enough 
time though. 
CB: Tell me about Year 8. 
Higgs: We start of with the blues. 
They really enjoy this. 
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We talk about the blues scale and 
they work in pairs and we do the 
walking bass. Then we go on to 
African music and polyrhythms and 
singing, discussing the concepts of 
pitch and so on. Then we do the 
Baroque era. Now they find this 
quite difficult. We do some 
pastiche using sequences and 
repetition but they don't like it 
much. They do better at the free 
composition. 
With Year 9 I'm still 
experimenting. I'm not sure what to 
do. We do the ground bass. They do 
love that most of them know the 
Pachelbel anyway so they like that. 
This leads on to them composing 
their own i f they do GCSE. I like to 
get them to compose a ballad at the 
end of the year. I tell them about 
chords. Most of them find this 
difficult at first. Some write words. 
It's quite a simple project but a lot 
of them get really worried about 
this one at first. 
CB: Do they tend to sort out their 
worries? 
Reluctant to say so. Higgs: Yes I suppose so. Most of 
them come up with something. 
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CB: What are the reasons, do you 
think, for some not completing? 
Higgs: I don't know... I suppose it's 
just beyond them. 
We also do things like Reggae and 
offbeat rhythms, they like that. The 
best thing that we do though is 
video music. I show them some 
Wallace and Gromitt and they have 
to make up the music for the action. 
They like that as they can make up 
lots of clashing chords and stuff. 
They do get de-mob happy at the 
end of the year though. 
CB: How important is it, do you 
think, that they have some form of 
notational skills? 
Higgs: I don't like it and neither do 
they. They've got to do it for GCSE notation issue 
but in years 7 to 9 they do a lot from 
memory. It's not easy for them. I've 
got a lot of strugglers and there's not 
the time for them to grasp i t . They 
should be set really. You know I've 
got this real problem with one of the 
Gets quite heated kids and the Head of Maths said 
"Just move him down a set" but 
they're not set for music. It's alright 
for him. 
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CB: Do you think it would help i f 
they were set for music? 
Higgs: I don't know. It would give 
you some really nice lessons with the 
clever ones but it would be hell 
having the bottom sets. You see 
music is a social subject and I think 
that they should all work with each 
other and that it should develop them 
socially. You know each class is 
different and that's the brill thing that 
you get some good surprises. It is 
tough going though as differentiation 
is a huge problem in music. I mean 
you either can or can't do it. 
CB: Is it easy to measure progress in 
composing? 
Higgs: No. There's not much 
progress . It's social. The practical social development 
things are more important. I've had 
the stuff from SCAA and I can't 
make head or tail of it. I don't think 
that work will benefit the class. 
CB: Is there anything that you would 
like to be made available to you for 
ideas in progression? 
Higgs: Yes, more INSET. Although I 
don't know because sometimes 
they're a load of rubbish. 
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One woman wanted us to go 
round with a tape recorder and 
analyse every single bit of what 
the kids were doing and saying. I 
nearly lost my rag with her.I don't 
think it's necessary to assess 
progression. Anyway it's not 
realistic on one lesson a week. lack of time 
It's a social subject. 
CB: Is it easier to assess 
progression at GCSE? 
Higgs: Yes loads. They tell you 
how to do it and I did the exam 
myself so I can remember a lot 
about what I did. 
CB: Do you borrow from any of 
your own experiences such as 
school or university? 
Higgs: Not much from school as 
it's so different now. It's mostly 
my own ideas as teacher training 
was so idealistic, I have discipline 
to cope with. 
CB: Do you use any published 
material for guidance? 
Higgs: Some Music Matters but 
the worksheets are too long. 
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I like to use my own ideas. 
CB: What would you like to be 
made available to you? 
Higgs: I'm not sure. 
CB: Is there anything else you'd 
like to tell me about that's an 
important issue to you in 
composing? 
Higgs: I don't think so. I just think 
that progress shouldn't matter. It's 
not maths. It's social. I was 
criticised by a colleague for 
getting the kids to clap at the end 
of performances. But I think that 
it's important for them to behave 
like musical audiences, they have 
to listen to each other, that's it I 
think. 
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lack of time 
Interview 5 with Miss Watts. 
CB: Tell me about the priority that 
you give to composing. 
Watts: It's a struggle. I try to do as 
much composing as I can but 
there's only forty five minutes 
given to music at Key Stage 3 a 
week so there's little time to do 
any formal composition. More 
would be an advantage. 
CB: Is either one of performing, 
listening and composing more 
valuable to you than the other? 
Watts: I don't know, I just do it. I 
don't really think about why I'm 
doing what I am... but I do all 
three. 
CB: Do you treat the three areas as 
interrelated? 
Watts: Yeah, for example in year 
eight we base a scheme of work 
around triads, they Listen to them 
and find out what they sound like performing and 
listening enable 
then perform tunes that are 
not sure why 
teaching composing 
composing 
accompanied by them and them 
make a tune up based on them 
themselves. 
CB: What are your reasons for 
including composing? 
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Watts: It's creative, it's something 
new. You always get twenty five 
different results. I think that it 
should be a less formal type of 
lesson, more social but you still get 
a product. So that's why it's 
important. 
CB: What do you mean by less 
formal? 
Watts: Like we rarely notate, it's 
not academic. Sometimes I get the 
kids to produce a graphic score but 
that's about it. 
CB: Others have said that 
composing is a vehicle for self 
expression, appraisal or analysis. 
Have any of these a value to you. 
Watts: Self expression. But they 
mostly work in groups so that's 
quite limited. 
CB: Any of the others? 
Watts: No. 
CB: Tell me about your methods 
for teaching composing. 
Watts: In Year Seven we do a lot 
based around sounds, creating 
sounds, drawing pictures of soimds 
and eventually this leads onto staff 
notation, but you know, much later 
on. I don't think that notation's that 
important. In Year Eight we do 
more conventional stuff. We do 
some score reading so I suppose 
that helps with composing. We 
introduce tempo and dynamics 
here, more theoretical stuff. Then 
in Year Nine it's freer as they're 
getting demob happy. I try to do 
things that interest them though so 
they don't get bored but I hardly do 
any formal notation which causes 
big problems at GCSE. I f they 
want to write things down then 
they can do, but I leave it up to 
them. We are lucky in that we've 
over two hundred and fifty kids 
learning instruments in the school 
so most of them know what 
they're doing. That's mostly the 
upper sets so I use a lot of 





CB: Do you differentiate your 
schemes of work? 
Watts: Yes I try my best as I think 
that music is something that all 
kids should do. But I do find that less able struggle 
my lower streams rarely finish a 
composition. 
CB: Why do you think this is? 
Watts: I don't know I think it's 
because of lack of time. I have to 
spend more time giving instruction 
and so there's even less time to do 
things. 
CB: Do you think composing is 
something that's accessible to all 
then? 
Watts: Oh yes. But there's just a 
minority that mess about that I 
have a problem with and that have 
a problem with composing. 
CB: How do you recognise 
achievement in composing? 
Watts: I don't know. I suppose i f 
they finish and they're happy with achievement is 
what they've got. subjective 
CB: How do you measure 
progress? 
Watts: I find marking really tricky. 
Who are we to say whether 
something is good or not? They 
might think something is good and 
we don't. I find it really difficult to 
justify why I've given anyone a 
mark. I suppose I look at whether 
the piece has a beginning, a middle 
and an end and then see what other 
detail is there. 
CB: What guidance do you give 
for structuring a composition? 
Watts: I don't do a lot of 
conventions. We do rondo in Year 
Nine but that's about it. I'm not 
sure. You see at school I never did 
the conventions. I see conventions 
as limitations. Each piece has to be 
individual. I never give any 
thought to a kid's earlier 




They get quite turned off as well negative expectation 
sometimes in composing so I don't 
like to use it to judge them. 
CB: How helpful is the National 
Curriculum for offering guidance 
in assessing progress. 
Watts: None what ever. 
CB: What about the SCAA 
Exemplification of standards and 
tests. 
Watts: I f I'm honest I haven't even 
looked at them. There just isn't 
time when I'm having to run this 
choir, that band and so on. There 
are so many kids playing 
instruments that I like to do as 
much as I can for them in running 
orchestras and choirs that I'm 
exhausted. I was actually criticised 
by OFSTED for not teaching 
enough composing. I'm really 
angry about that as the lessons that 
they saw were ones that were based 
around listening so of course they 
didn't see enough composing. But 
Ninety percent of my last years 
Year eleven got above a C at 
GCSE so I must be doing 
something right. I actually got a 
prize, a bottle of wine, for being 
the most inspected teachers in 
OFSTED. 
CB: Is there anything that you 
would like to be made available to 
you for guidance in assessing 
composing? 
Watts: I don't know. More specific 
ideas for lessons. Some guidance 
as to what to look for. Something needs guidance 
like you have at GCSE, you know 
the criteria. 
CB: Is it easier to assess progress 
at GCSE then? 
Watts: Yes, much easier. It's more 
formal, there's more rudiments and 
theory. It's not essential to notate 
but they must have a clear idea of 
form. A lot use the computer. 
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They're more willing to work at 
GCSE as well, and there's more 
one to one. 
CB: How big's your group? 
Watts: There's thirty one but the 
other music teacher teaches in the 
lesson with me. So it's only really 
fifteen to one. 
CB: Do you borrow any ideas 
from your own experience at 
school or university. 
Watts: Only some stuff from 
colleagues from teacher training. 
We swapped ideas. Most of the 
stuff I do though is based on my 
own ideas. 
CB: What's your compositional 
background? 
Laughs Watts: None what ever ! 
CB: Have any theorists influenced 
you? 
Watts: Yes, I read Sound and 
Silence and so I do some stuff out 
of that. 
CB: What about other publications 
available? 
Watts: Nothing really. I do use 
some stuff for singing though. 
CB: Would you like there to be 
something available to you? 
Watts: Yes I suppose. 
CB: What? 
Watts: I don't know. 
CB: Is there anything else you'd 
like to say about composing at 
Key Stage 3? 
Watts: No. 
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Interview 6 with Mrs Kidd 
CB: Tell me about the priority that 
you give to composing within your 
curriculum. 
Kidd: It's an important part of • r i 
composing of value 
what we do, in fact quite a lot, i f 
not most of our stuff is based 
around composing. 
CB: How much time do you 
allocate to it? 
Kidd: I suppose about half really. 
CB: Is that enough time? 
Kidd: Not really. We do have a 
problem with space. My classroom /^^^ of space 
is in the mobile hut and, of course, 
all the equipment is in the room in 
the main building. So we have to 
teach on a rota basis. That's why 
only half of the time is allocated to 
composing. 
CB: How long is a lesson? 
Kidd: The kids have an hour a 
time shortage 
week. So I suppose that's only six 
lessons a term composing. That's 
not much is it? 
CB: Do the different areas 
composing, performing and 
listening interrelate? 
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We listen to each other's 
compositions and the kids perform 
their compositions. So I suppose 
the other areas support composing. 
Because of the classroom situation 
though we do have to have separate 
listening lessons when in the 
mobile. 
CB: Are these lessons more 
rudimentary? 
Kidd: Yes. It's a bit boring but 
they manage. What we do is try to 
do some listening based on the type 
of work we're doing. Like i f we're 
doing the ground bass in Year 9 
then we'll have a lesson based on 
Pachelbel's Canon. Or we'll listen 
to The Planets when we do space 
music. This type of lesson can be a 
pain though as the kids 
automatically decide that they can't f^^gative expectations 
produce work as good as that. So 
sometimes they're put off before 
they begin and not enough done at ^^^^ of continuity 
Key Stage 2 doesn't help. 
CB: Why is important to teach 
composing? 
Kidd: Well it's in the National 
Curriculum. 
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CB: Why do you think it's 
important? 
Kidd: It give the kids a chance to 
express they're musicaUty. It's 
difficuh for me to answer this 
question as I'm not a composer. 
I've had no training in composing 
and I'm only doing it because it's 
• , • ,^ • , ^ less able struggle m the National Curriculum. Our 
kids have got quite a low 
concentration span. The 
brighter kids seem to manage but 
I don't think it's something that 
all kids should have to do. It's too 
hard. 
CB: Tell me about your methods 
for teaching composing. 
Kidd: We do pieces based around 
rhythm, notation, melody, we use 
the pentatonic scale to build up 
ideas. They work either as pairs 
or a team and do stuff with 
ostinatos, drones or 
arrangements. 
CB: It's all quite rudimentary rudiments 
stuff, is it meant to be? 
Kidd: Yes, that's what music is 
made up of - real music. 
CB: What do you mean by "real 
music"? 
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Kidd: None of this "let's be the 
sea" rubbish. The kids know that 
that's not what music's about. 
CB: How do you recognise 
achievement? 
Kidd: I suppose the weakest kids 
make the biggest achievement i f 
they finish. But so many of them 
are disappointed with their work 
even i f I think they've done well. 
They set their standards as those 
of their favourite pop stars. That's 
proper music and proper 
composing to them. 
CB: Is composing something that 
you would consider to be 
accessible to all pupils? 
Kidd: No. Weak kids need a lot 
more than just "here's the task, get 
on with it." They need spoon 
feeding. There's not the time for 
this. 
CB: How do you measure 
progression? 
Kidd: I hate this question. I don't struggles with 
know. I suppose that by the end of assessing 
Key Stage 3 they should be able progression 
to go away and compose 
something that they're pleased 
with and that it 
179 
draws upon the things that they've 
learnt. But I've no idea how to get 
there. Progressions really hard to 
assess. It's subjective and sometimes subjectivity 
even i f I think the kids have done well 
at something, they don't. 
CB: Have the National Curriculum or 
the SCAA documents been of any use 
for assessing progress? 
Kidd: None at all. 
CB: What would you like to me made 
available to you? 
Kidd: Something that tells you what needs guidance 
to teach them, how to do it and how 
to assess as well. 
CB: Is it easier at GCSE? 
Kidd: Yes. 
CB: Why? 
Kidd: You know that you've got to 
aim towards a portfolio. I'll be honest, 
it's mostly the musical kids that do it 
so they can grasp the theory a lot 
easier. 
CB: Do you use any published 
material at all? 
Kid: We use some of Music Matters. 
It's sometimes effective but it really 
has to be adapted as it's a bit vague. 
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It's mostly our own stuff 
though. 
CB: Is there anything else you 
could tell me about composing? 
Kidd: I think that kids can't 
progress. Perhaps it's something 
that you could give the kids a 
taster of but to continually have 
them feel failures is not fair to 
them. 
We'd be better off just doing 
music for enjoyments sake. social development 
Listening, singing, all stuff that 
the kids are familiar with. 
When you think about it, all 
these kids pop idols probably 
didn't start composing until they 
were good enough on their 
instruments and that was 




Interview 7 with Mr. Perry 
CB: Tell me about the priority that you 
give to composing within your 
curriculum. 
Perry: It's fairly important. 
CB: How much time do you allocate 
to it? 
Perry: Probably more than some 
things, but it does balance pretty well 
with performance although I do think 
that the performance is more 
important...so perhaps a little more 
performance than composing?. 
CB: Do you think that the time 
allocated to performance aids 
composing? 
Perry: Yes. They've got to know what 
they're trying to do. They've got to 
understand the rules of the game i f you 
like. 
CB: So, do you mean that you think 
that the theory and rudiments are 
particularly important? 
Perry: Not so much theory but 
certainly...if they're trying to complete 
something in a certain style they need 
to know what they're doing. 
CB: Why do you teach composing? 







I suppose that it's a part of 
music as well. 
CB: Can you tell me about 
some of the things that you do 
at Key Stage 3. 
Perry: I like the kids to 
compose something with a 
particular structure, so it's very 
guided. I often give them the 
notes to use. I like them to 
write it down when they've 
finished on a stave. It's been 
pretty successfiil thus far. 
CB: When you've given them 
the task to do and they've 
completed it and written it 
down, as you've said, how 
would you tell i f that child had 
achieved something? 
Perry: With great difficulty i f achievement 
identified through 
they've got the notation wrong 
then they haven't achieved 
anything. I suppose with some 
of mine certainly to get the 
thing finished is a great 
achievement but that's not 
necessarily what I would 
consider to be an achievement. 
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Ideally they've got to come up 
with something, finish it and 
like the finished product. It 
also should reflect the task that 
was originally set. But it 
doesn't often happen with the 
kids that we've got. I don't 
know, we'll get there some 
day. 
CB: Do you think that 
composing is something that is 
accessible to all pupils then? 
Perry: No. There's some that less able struggle 
just can't do it. 
CB: Do some struggle with the 
performing and listening? 
Perry: Yes. 
CB: Is it possible to assess 
progress across Key Stage 3? 
Perry: Yes. Progress for an 
individual might be that they 
can do something and then 
they can do it again. Or they 
might finish the work perhaps. 
Or getting more complex 
work. 
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CB: Have any of your ideas 
for assessing progress come 
from the National Curriculum? 
Perry: Not really because I 
think I've ignored it. 
CB: What about the SCAA 
documents? 
Perry: Oh what was all that 
Thinks piffle about? There was the 
Exemplification of standards 
and that wasn't very usefiil as 
the stuff in it was just too hard. 
Then they put out those 
projects and I though "Yeah 
what a great idea," and then as 
soon as I looked at it I thought 
well there's just no way that 
my lot could or would do any 
of that. A lot of it would just 
be way above their heads. 
CB: What would you like to 
have? 
Perry: Clear guideline on what needs guidance 
was expected. Some examples. 
Some guidelines as to what 
works and what doesn't. 
CB: Is it any easier to measure 
185 
achievement at GCSE? 
Perry: No. 
CB: Why? 
Perry: Because it's still 
difficult to get them to 
compose and they don't know 
how to make things better. 
CB: Did you have any 
experience at school or college 
with composing? 
Perry: Not really. I basically 
did the nuts and bolts, you not a composer 
know history and analysis. 
CB: Has any published 
material helped you? 
Perry: No not really. There 
isn't any in school anyway. 
CB: Is there anything else 
you'd like to tell me about your 
experience of teaching 
composing at Key Stage 3? 
Perry: No 
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Interview 8 with Mr. Taylor 
CB: Tell me about the priority that 
you give to composing at Key Stage 
3. 
Taylor: Each unit ends with and 
original group composition. So that 
each unit will involve something 
taught, something learned and 
something put back through the 
creative process. 
CB: Tell me about the role of 
listening and appraising. 
Taylor: Listening varies. It's part of 
the process as they listen to each 
other's compositions and there are 
separate tasks as a part of each 
whole unit. I set small tasks for 
performance of pieces to my 
specification and the children then 
use the skills that they have learned 
to perform their own compositions. 
I did allow at one point for the 
students to simply create but I 
wondered just what at that point 
I was teaching them. I f I'm 
teaching them to create, which is in 
a sense what I have to do, then I 
have to make a decision as to what I 









I give them enabling skills. 
CB: What portion of the time 
do you allow to composing? 
Taylor: There's roughly one 
unit per term averaging out at 
about ten weeks and the last 
two or three weeks is taken up 
by the students doing group 
compositions. It does vary 
from class to class. 
CB: How much time do you 
have a week for music? 
Taylor: An hour a week. 
CB: Is it enough? 
Taylor: We used to have an 
hour and ten minutes a week, 
then we went to an hour a 
week which is not enough 
time. The group size 
restriction is more of a 
problem though. If I had an 
hour a week with smaller Class size 
problem 
class sizes then I would be 
happier than with large 
classes and more time. I 
remember when I was training 
and we had them in half 
groups of about fifteen. 
CB: What about space? 
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Taylor: It's always a problem 
when it comes to group 
composition. Normally I will 
split my class into four or five 
groups of about six and you need 
four rooms to put them in. You 
need to be able to trust them to 
go into those rooms. I f you can't 
trust them or they're not mature 
enough then the work is not as 
effective. 
CB: Why is it important to do 
composing? 
Taylor: Two reasons. One 
because the National Curriculum 
says so and two because it's an 
integral part of the musical 
process. I grew up with music 
being essentially a recreative 
skills based. I can remember 
composing a piece of music at 
school and having no where to 
put it, there was no place for that 
in my music studies. I couldn't 
be a composer at that age. Al l I 
could do was study my set work 
and learn my instrument. That's 
what music was then. 
Composing 




The creative process has to be Value of 
nurtured and taught just like creativity 
any other process. 
CB: Can you just tell me a 
little more about what you do 
at Key Stage 3? 
Taylor: Each year is split into 
three units. The first year has 
an emphasis on rhythm and 
melody. We do work with 
voices, rhythm melody and 
harmony, the main 
components of music as I 
think they'll be understood by 
the students in the school. In 
Year 8 we move to musical 
styles, popular music and Jazz 
and then in Year nine we bring 
everything together. 
CB: How important is it for 
you to introduce notational 
skills to the pupils? 
Taylor: I've just been looking 
at that. I don't introduce any 
formal notational skills until 
Year 9. I've been looking at Little emphasis 
the new SCAA document and on staff notation 
I've decided to bring them in at 
Year 8. 
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I f I have a student who is a 
Grade 5 flautist in Year 7 then 
obviously they use it. Music is 
moving away from the Paynter 
style creativity and self 
expression and is moving to 
much more rigorously skills 
based. In a sense it's come a 
ftill circle. I cling on to the 
creative process coming first 
and then not getting too 
bogged down with the 
notational aspect but it's 
important for students to have 
notational skills up to a certain 
level I suppose. 
CB: So in Year 7 how would 
they write their compositions 
down? 
Taylor: They may not write 
them down at all. Or they may 
just use a scrappy piece of 
paper. From one week to the 
next they need to keep a note 
of what they've done so they'll 
write it down any way they 
can. 
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CB: What about proficiency 
on an instrument? 
Taylor: I have found that 
teaching students instrumental 
skills in the classroom has to 
have a place but it can not take 
too high a profile. The link 
between technical skill and 
compositional ability is quite 
an interesting one. How can 
you compose i f you haven't 
got a technical skill? What 
students are doing in groups is 
putting things together at a 
very basic level. It depends on 
the characteristics of the 
group. You may have someone 
who is very compositionally 
motivated. Most students 
seldom have the proficiency 
on an instrument to start 
writing music, even students 
who can read it well. That's a 
very specialised skill to write 
music that you have 
composed. 
CB: How do you recognise 
achievement? 
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Taylor: In Year 7 we have no formal 
assessment. How we recognise 
achievement is by all the 
compositions being performed and Informal scheme 
all recorded. Then we have an of assessing 
informal competition to see who's is achievement 
the best. 
CB: How do you find who's is the 
best? 
Taylor: How do you find who's is 
the best full stop? G.C.S.E. marks 
are given by impression, it says so 
in the syllabus. It's quite interesting 
the links between key stage 3 
composition and Key Stage 4 
composition. You're sometimes 
forced to give a good mark to a 
G.C.S.E. composition which has 
less instinctive musicianship but it 
has all the correct notational 
aspects. The same is true in Key 
Stage 3. You have to simply go 
along with your impression. My 
criteria for formal assessing in year 
seven relates to what they are to put 
in to their compositions. I find it 
difficult to give each student at that 
stage a formal assessment. 
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CB: What about the whole issue of 
progress? 
Taylor: I feel that progress in 
composition at Key Stage 3 needs to 
be seen in the context of progression 
between Key Stage 2 and Key Stage Progression 
4.1 feel that there's only a limited between Key 
amount of progression that can be Stages 
achieved at group work level. In 
order to show an individual's 
progression I would have to show 
you an individual's compositions but 
they work in groups and as the 
groups change I can't give you an 
answer. I do sometimes have to 
give an expectation, perhaps I 
should do this more. I'm actually Expectation 
giving myself an idea here. 
CB: How do you feel about the 
SCAA guidelines for progression? 
Taylor: I haven't incorporated what 
they've said in to my schemes of 
work yet. I was reading recently that 
teaching of music at Key Stage 3 
was worse than in any other subject 
. . l 3 J.ijL_ k ^ j ; . . 8 t a n j a - / l , . j c . J s a t t e r , 
CB: Is assessing progress any 
different for you at Key Stage 4. 
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Taylor: The ratio of resources to students 
is more manageable as there's less 
numbers. The students therefore become 
manageable and students are making 
progress against a set of established 
criteria. 
CB: Would established criteria at Key 
Stage 3 be useful? 
Taylor: It would be ideal as long as I 
could allow students individual access to 
a composition. It's a bit like saying here's 
five pens and you've five minutes to Lack of resources 
paint. No one would dream of doing that not always the 
in art would they? root of the 
CB: Do feel that composition is problem 
accessible to all then? 
Taylor: The creative compositional 
process is. But not for all. 
CB: Are you a composer? 
Taylor: Yes, I strongly believe in it. I 
think that because music is a selective 
subject it's important to teach what you 
believe in. Then you can demonstrate 
and influence. Diversity of 
CB; Is there anything else you can tell music 
me? 
Taylor: Because of the National 
Curriculum and that teachers are 
having to asses then composing is 
becoming more assessible. 
Creativity is 
accessible to all 
195 
Appendix XIII : The preliminary letter to informants 
Stable view 





I am currently investigating the nature of progression in composing at Key stage 3 for the qualification of 
M.A. at the university of Durham. I have come to be aware that a number of music teachers feel that they 
are not able to assess composing effectively and I wish to find out the reasons why. 
The nature of the data that 1 intend to collect is qualitative and, therefore I intend to interview a number 
of music teachers between January and March 1997. 
The interviews will take approximately half an hour and I am willing to travel to you at a time that is 
convenient. 
If you feel that you could contribute to my investigation please telephone me or write to me at the address 
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